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PREFACE
I am incredibly proud of this dissertation; this project has been a great source of
inspiration for my musical and academic career. This dissertation has challenged my research
and composition skills revealing new ways to develop my creative ideas. I am excited to see
where the materials gathered in this document take me. In the future, I intend to expand upon the
materials in part one into a book or web resource that will house a comprehensive model of
music composition pedagogy with examples and tools for future teachers to use as they develop
their composition pedagogy practices. Concerning part two, I look forward to expanding my
practice with graphics, event scores, and performance art installations. I also look forward to
exploring more aleatoric event scores as their flexible and accessible natures provide a vehicle to
experience contemporary music. I have genuinely treasured both aspects from the beginning of
my studies here at LSU. This process has helped me stay inspired and motivated during my
entire doctoral process. I have always been very interested in the visual and musical arts
intersections. Learning about the Fluxus Movement opened my eyes and showed me how
limiting my creative process has been. I am excited to move forward and lean into this style of
composition. In addition, I have always been interested in learning more about the techniques of
music composition pedagogy. Therefore, I researched the current trends in music composition
pedagogy and integrated them into a rescore guide for future teachers. I hope this dissertation
opens new windows into the field of music composition and helps composers and scholars
further expand their studies.
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ABSTRACT
This dissertation consists of two parts. The first part consists of a synthesis of
contemporary music composition pedagogy practices for the undergraduate and graduate level
sequences. A conversation of the study of music composition pedagogy is used to investigate
current pedagogical practices in music composition and present those findings as a resource
guide for new and future teachers. The second part presents An Exploration of Time, Sound, and
Space, an Aleatoric Event Score Collaboration with the LSU Museum of Art. This event score is
a product of the development of this dissertation commenced with a straightforward question;
can we experience/consume live music in the same manner that we experience/consume visual
art? This dissertation will be an event score in collaboration with the LSU Museum of Art in
downtown Baton Rouge Louisiana in the Shaw Center for the Arts. My goal for this dissertation
was to blur the lines of the musical art’s temporal strictness and experiment with music that
allowed the audience to experience music like art on a wall of the gallery. To achieve this goal, I
pulled inspiration from the Fluxus Movement, an international, interdisciplinary community of
artists, composers, designers, and poets during the 1960s and 1970s who engaged in
experimental art performances that emphasized the artistic process over the finished product.
This event score was segmented into five movements that will explored different pitch and sound
dualities.
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PART 1. A SYNTHESIS OF CONTEMPOARY MUSIC COMPOSITION
PADAGOGY PRACTICES FOR THE UNDERGRADUATE AND
GRADUATE LEVEL SEQUENCES

1

CHAPTER 1. INTRODUCTION
MUSIC COMPOSITION PEDAGOGY
Education has held a prominent role in contributing to the person I have become today.
To this day educators have surrounded me; my grandparents, aunts and uncles, and several other
family members were all involved in the education system. I also look to my time spent within
the Boy Scouts of America. I spent several summers during pre-college years working at our
local boy scout camp, and it was there that I had my first experience of being a teacher.
Eventually, my role within this program grew into the program director position, where I was
tasked with the challenge to coordinate the entire curriculum for the whole summer, including
lesson plans for over forty-five different classes. Together these experiences with the Boy Scouts
and living in a pro-educational environment gave me the foundation and the support to pursue a
career in education.
Music composition, for me, has been an outlet for my creative expression. Composition
has become a tool that I turn to when words can no longer truly express what I need to say.
Music composition and, more importantly, the pedagogy of music composition has also become
the product of combining both my love for teaching and my passion for music. Einstein said, “if
he were presented with a problem and given one hour to solve it, he would spend five minutes on
the solution and the other fifty-five minutes defining the problem. After reading this passage, I
developed a correlation toward music composition. 1
Music composition is the environment where all cognitive skills colloid to create art.
attention, perception, memory, language, learning, and reasoning can all be traced back to the

1

Heilbron, J. L and James R. Bartholomew 2003 1-5
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process of writing and composing music.2 Numerous composers and theorists throughout history
have taught music composition pedagogy. Many examples show how students learn the
composition process by imitation, such as “Mozart and his father, Stravinsky and RimskyKorsakov, and Beethoven and Haydn .”3Although many composers over the history of music
have contributed to its pedagogy, several composer and theorists have been particularly
successful in training students and establishing significant pedagogical developments: Joseph
Fux, Johann Sebastian Bach, Jean-Philippe Rameau, Nadia Boulanger, Johann Mattheson,
Joseph Riepel, and Heinrich Christoph Koch, and Arnold Schoenberg to name a few. These
composers and theorists have contributed to the evolution of music composition pedagogy.
“Music composition is a creative discipline,” Reginald Smith Brindle, in his book Musical
Composition, says: “Composition is both an intellectual discipline and a creative stimulus.”4 As
a creative discipline, music composition is one of the most challenging disciplines to teach.
Research has found that “teachers’ perceptions can directly affect creative disciplines.”5
Therefore, the composition teacher must consider every student as an individual with a
distinctive mindset and understand that the creative process varies for each student, as it differs
for the teacher. Yes, I will acknowledge that we have music from the past. However, we will not
move forward as a music society, without the help of new composers developing new music.
composition pedagogy is critical to ensure that future composers will be around to move us into
the future.

2

Reginald Smith Brindle, Musical Composition (Oxford University Press, 1986), 1-7
Robert C. Ehle, “Models for Young Composers,” American Music Teacher 30, no. 6(1981): 32
4
Reginald Smith Brindle,1986), 1
5
Tine Grieg Viig, “Composition in Music Education: A Literature Review of 10 Yearsof Research Articles
Published in Music Education Journals,” Nordic Research in Music Education 16 (2015): 228.
3
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The purpose of this research originated from asking myself, what are the current trends
and practices in place when instructing the undergraduate and graduate level sequences. My
previous instruction within the world of music education has prompted me always to strive to
learn something new, for example, by continuing to learn a new style of composition or a new
way to engage with musicians. This conversation within music education on composition
pedagogy, has made me wonder about several topics. Are there different topics within the music
composition that should be introduced at various levels based on the student’s development
within their sequence? How can we identify the needs of the students? How do you handle
individual instruction? When do you include topics about the industry of music composition?
These questions and many more will be used to discover the contemporary practices and trends
within music composition pedagogy are? My goal is to identify the current trends in music
composition pedagogy and develop an example of a music composition pedagogy curriculum
based on the information gathered throughout this research process.
PURPOSE OF RESEARCH
This research constitutes several interrelated goals. In a broader context, it aims to
contribute towards the development of an all-encompassing music composition program on the
colligate level. More specifically, identifying a need for a resource guide for new composition
instructors of the collegiate level, which can be used to develop well-rounded composition
studios that focus on traditional and contemporary compositional pedagogical skills. The central
aspect of the research will involve interviews from six music composition faculty located around
the United States all who I have had the privilege of studying with or observing their instruction.
Throughout the interview process, I identified the current trends and practices used when
teaching music composition. Based on my interview process my goal was to identify practical
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methods of teaching music composition and how the field of music composition pedagogy is
moving into the future. This includes finding what materials or repertoire are currently being
used and focused on. I also identified how assessment is being handled within the music
composition studios and what unique pedagogical practices are being used around the country.
At the conclusion of the interview process I cultivated a comprehensive composition curriculum
based on the contemporary music composition pedagogical practices discussed in the interviews.
This example curriculum will show future compositional instructors how utilize this research
gathered within these interviews. Within this curriculum, I focused on developing goals for
undergraduate and graduate level students. This curriculum model will be developed from the
information gathered throughout the interview process. The process of this research critiqued the
traditional and contemporary music composition pedagogy practices around the United States, in
order to help readers, facilitate their development of their own music composition studio for the
undergraduate and/or graduate level sequence.
REVIEW OF CURRICULUM
A review of previous curriculum literature showed a wide range of information regarding
different compositional curriculums for high school students. For example, Alex Ruthmann's
Composers' Workshop: An Approach to Composing in the Classroom focuses on a detailed
process of establishing music composition within general music.6 Benjamin Bolden's Teaching
Composing in Secondary School: A Case Study Analysis focuses on authentic assignments to
connect student composing to the 'real world,' and so have meaning and life beyond the music
classroom. Bolden suggests that “high school teachers can facilitate the development of
theoretical music knowledge by supporting and enhancing the experiential learning that students
6

Alex Ruthmann. “The Composers’ Workshop: An Approach to Composing in the Classroom.” Music Educators
Journal 93, no. 4 (2007): 38–43.
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accomplish on their own, through composing”.7 Lastly, Stringham, Thornton, Shevocks;
Composition and Improvisation in Instrumental Methods Courses focuses on general support for
improvisation and composition in high school teachers and recommend “inclusion of greater
intentionality in planning for composition and improvisation by teacher educators, professional
development opportunities for in-service teachers, and encouraging future music teachers to seek
musical experiences beyond typical requirements”.8 There has been minimal research in
developing a compositional curriculum resource guide with a collection of current trends and
practices developed for both university undergraduate and graduate level sequences.
Before new information can be gathered on the current trends within music composition
pedagogy, an understanding of how curriculums organize information is necessary for the
development of this research. I have selected three distinct curriculum models that each display
different methods of organizing and dispersing information to students. First an understanding of
what a curriculum model is and how they are developed. According to Murray Print’s definition:
“curriculum is defined as the planned learning opportunities offered to learners by the
educational institution and the experiences learners encounter when the curriculum is
implemented. This includes those activities that educators have devised for learners, which are
invariably represented in a written document and the process whereby teachers make decisions to
implement those activities given interaction with context variables such as learners, resources,
teachers, and the learning environment.”9 Curriculum refers to all the learning experiences the

7

Bolden, Benjamin. "Teaching Composing in Secondary School: A Case Study Analysis." British Journal of Music
Education 26, no. 2 (2009): 137-52.
8
David A. Stringham, Linda C. Thornton, Daniel J. Shevock; Composition and Improvisation in Instrumental
Methods Courses: Instrumental Music Teacher Educators’ Perspectives. Bulletin of the Council for Research in
Music Education 1 January 2015; (205): 7–25.
9
Murray Print (1993). This book has been written to provide a current, practical, approach to designing and
developing curriculum. The demands of schools and educational systems today are such that teachers with practical
curriculum skills are highly valued and this book provides a vital source for teachers who wish to build their skills in
the field of curriculum design and development.
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student acquires through activities, organized by the teacher. In formal education or schooling a
curriculum is the set of courses, course work and content offered at a school or university. A
curriculum may be partly or entirely determined by an external, authoritative body. A curriculum
is a design plan for learning that requires the purposeful and proactive organization, sequencing,
and management of the interactions among the teacher, the students, and the content knowledge
we want to students to accrue. Before a curriculum can be developed a curriculum, model music
be used as its foundation.10 In order to address these goals developer design, reconfigure, or
rearrange one or more key curriculum components.
TYLER CURRICULUM MODEL
One of the best-known curriculum models was introduced in 1949 by Ralph Tyler in his
classic book basic Principles of Curriculum and Instruction.11 Tyler asks four questions that help
develop the curriculum model in this book. Those questions are: What educational purpose
should the school seek to attain? What can educational experience be provided to attain these
purposes? How can these educational experiences be effectively organized? How can we
determine whether these purposes are being attained? The Tyler model allows the schools' needs
to be put before the individual student's needs. Curriculum models based on the Tyler Model
typically focus on one central goal. For example, a school can identify as a performing art
academy whose global goal for the school is to instruct students with a focus on the skills and
techniques found within the performing arts. If a student wished to focus more on the sciences,
this curriculum would not be the best fit for those students.

10
11

A Curriculum model is a format for curriculum design developed to meet unique needs, contexts, and purposes.
Tyler, Ralph 1949
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TABA CURRICULUM MODEL
This approach to curriculum development was proposed by Hilda Taba and is described
in her book Curriculum Development; a Theory and Practice, published in 1962.12 Taba
believed that teachers who teach should be the ones who participate in developing the curriculum
calling it the “grassroots approach.”13 The following seven principles are used to define The
Taba Model: diagnosis of need, formulation of objectives, Selection of content, organization of
content, selection of learned experience, organization of learning outcomes, evaluation, and
means of evaluation. The Taba Model allows the instructor to pick the learning outcomes for the
students and allows for the student’s voice to be heard when it comes to selecting the activities.
From my understanding, this process could work very well in music composition. The instructor
would have control over learning outcomes, for example, compositional skills the student may
need to work on, and the student would be allowed to implement those skills into their
compositional projects.
SPIRAL CURRICULUM MODEL
Spiral curriculum, a concept widely attributed to Jerome Bruner, refers to a curriculum
design in which key concepts are presented repeatedly throughout the curriculum but with
deepening layers of complexity or different applications. Such treatment allows the earlier
introduction of concepts traditionally reserved for later, more specialized courses in the
curriculum after students have mastered some fundamental principles that are often very
theoretical and likely to discourage students eager to apply the concepts they are learning to realworld applications. “A curriculum as it develops should revisit this basic idea repeatedly,

12

Taba, Hilda 1962
Taba promotes the “Down-Top model” or Grassroot approach. Taba argued that curriculum development should
follow a sequential and logical process and she suggested for more information input in all phases of curriculum
development. she also claimed that all curricula are composed of fundamental elements.
13
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building upon them until the student has grasped the full formal apparatus that goes with
them.”14 The following are features of the spiral curriculum: The main goal for this model is for
the topics used to be revisited. Students revisit topics, themes, or subjects on several occasions
during a course. As topics are revisited, a difficulty level is added in successive levels of
difficulty. Each return visit adds objectives and presents fresh learning opportunities leading to
the final overall objectives. Every return visit to a topic can bring new knowledge or skills
relating to the theme or topics and more advanced applications of areas previously covered,
increased proficiency or expertise through further practical experience.
SYNTHESIS OF CURRICULUM MODELS
A review of previous curriculum models showed a wide range of information regarding
different curriculums for high school students, developed by top music educational researchers
and scholars. However, there has been minimal research in developing a compositional
curriculum resource guide with a collection of current trends and practices developed for
undergraduate and graduate sequences. My understanding of the Tyler Model puts the school's
needs before the students. Although this model shows strengths in connecting the scientific
community with the educational community, I value my students' input as an educator.
Implementation of this model within a music composition setting would be helpful from the
teacher's perspective; however, the students may at some point wish for their opinions to be
valued. The value created by establishing a trusting environment for students can be highly
effective.
I look forward to gaining insight into this perspective as I continue this research. I am
very interested to see how much of the students' opinions are included in developing their
14

Dowding, Tim J. “The Application of a Spiral Curriculum Model to Technical Training Curricula.” Educational
Technology 33, no. 7 (1993): 18–28.
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process. Although The Taba Model is an older curriculum model, I apricate the aspects which
have the students choose their adventure when it comes to topics like composition. Allowing
student composers to find their voice as a composer is imperative for their development; it is a
new outlook concerning the historical perspective of music composition pedagogy. Historically
music composition pedagogy focused on working through model composition and technical
exercises. For example, Johann Joseph Fux's (1660 –1741) treatise on counterpoint, Gradus ad
Parnassum, which has become an influential book on the Palestinian style of Renaissance
polyphony.15 Fux’s method was helpful in the development of students’ ability to express an idea
with musical means. The study of harmony became the focal point of music conservatory
curricula as the movement in pedagogical practice from solitary study to group instruction began
towards the end of the eighteenth century. The ongoing use of practical approaches such as
counterpoint and the focused study of harmony and musical analysis would eventually lead to the
separation of music theory and composition as two independent departments of study in the
nineteenth-century conservatory.
What I found most interesting about the Spiral Model, is the process of how students
learn new topics. New topics introduced in this model are related to previous learning cycles.
When students are introduced to new information or skills, those topics are also related and
linked directly to learning in previous topics creating the spiral. Teachers who use this model set
the foundation, so that previous learning is a prerequisite for later learning. Essentially what is
learned in the early stages of the spiral is linked to those later within later cycles. This model
lends itself to the field of music composition pedagogy. The value of a spiral curriculum lies in:
reinforcement, movement from simple to complex, integration, logical sequence, higher-level
15

Hochradner, Thomas, and Harry White. 2001
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objectives, flexibility. The following chapter will dive deeper into the research methodology and
highlight specific moments from the interview process.
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CHAPTER 2. A SURVEY OF METHODOLOGY
INTRODUCTION
This chapter examines the methodology and curriculum of a selection of music
composition professors at accredited universities and music festivals within the United States. I
asked each professor to answer questions concerning various aspects of their music composition
pedagogy practices. The questions elicit the perspectives of both music composition and music
education professors, integrating them into one comprehensive approach. Although each
question focused on a specific objective, the questions incorporated a broad outlook and serve as
a platform for further discussion. For this research, I have selected the use of Narrative research
within the field of Qualitative Research.16, 17
Qualitative research has been informed by several strands of philosophical thought and
examines aspects of human life, including culture, expression, beliefs, morality, life stress, and
imagination.18 This research aims to develop a resource guide of music composition pedagogy
trends based on both contemporary composition pedagogical practices and develop an example
curriculum model for music composition. This research collected traditional and contemporary
music composition pedagogy practices to help readers identify new and unique practices they
can utilize as they begin to organize and develop their music composition studios for
undergraduate and graduate-level students to help develop well-rounded student portfolios as
they pursue professional status. I will included topics and trends collected from the interview
process within this curriculum.

16

James W. Chesebro & Deborah J. Borisoff (2007) 3-14
Narrative research aims to explore and conceptualize human experience as it is represented in textual form.
Narrative researchers work with small samples of participants to obtain rich and free-ranging discourse. Narrative
research utilizes interviews which are focused on a central topic of interest
18
Aspers, P., Corte, U. 139–160
17
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As I began this research, I selected six professors with whom I have had the privilege of
studying music composition. These professors developed their own music composition
pedagogical practices, and my goal for this research was to identify, collect, and record the
current trends and practices of music composition pedagogy practices. Having previous
experience with these professors has allowed me to peek behind the curtains of their composition
studios and take an in-depth look at the inner workings of their studios. I have included short
bibliographical information for each professor, providing a concise overview of his/her musical
career found below in the appendix.
I used the following methods to organize this research to aid the readers' understanding.
First, I prepared and organized the data by transcribing the six interviews. This process includes
two parts. First, I sent out the interview questions via google document. The google document
allowed the participants to collect their thoughts and formulate their responses before the one-onone interviews. This Google document also allowed me to review their answers prior to the
interview process and identify several themes to focus on during the one-on-one interviews.
Once the interviews were complete, it became time to review and explore the data. This next step
allowed me to examine the data for patterns or repeated ideas that emerged. The next step of the
process focused on reviewing each participant's responses. As I read through their responses, I
began tagging them with repeated themes, which were then selected as prominent topics
presented during the interview process. The final step of the process included thematic analysis
to identify and interpret patterns and themes in the data. First, a curriculum model was developed
through analyses and synthesis of curriculum models to develop this curriculum. The creation of
this curriculum was to foster a creative environment for student composers to find and develop
their music composition skills. Once the data was collected, coded, and analyzed, the conclusion

13

of this process included identifying contemporary pedagogical practices to use as the foundation
for developing a music composition curriculum.
At the completion of the interviews, I developed an example music composition
curriculum for a holistic collegiate sequence for undergraduate and graduate-level students. Each
level will be outlined with a breakdown, including compositional skills, repertoire, and other
elements found during the interview process. This research constitutes several interrelated goals.
In a broader context, it aims to contribute to developing an all-encompassing music composition
program on the colligate level. More specifically, identifying a need for a resource guide for new
composition instructors of the collegiate level can be used to develop a well-rounded
composition. This research will seek to develop a resource guide that merits careful
consideration. After the interview process, I cultivated a comprehensive composition curriculum
based on the contemporary music composition pedagogical practices discussed in the interviews
to show as an example of how future compositional instructors can utilize this research. Within
this curriculum, I focused on developing goals for undergraduate and graduate-level students
based on the interviews given in this research. This curriculum model was developed specifically
for music composition.
I have learned that modeling is the best way to learn; based on Salisu, Abdullahi,
Ransom, Emmanuel, The role of modeling towards imparting quality education. “The use of
models as learning aides has two primary benefits. First, models provide accurate and useful
representations of knowledge needed when solving problems in some particular domain. Second,
a model makes understanding a domain of knowledge easier because it is a visual expression of
the topic.”19 This research will critique the traditional and contemporary music composition

19

Salisu, Abdullahi, Ransom, Emmanuel, 54-61
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pedagogy practices around the United States to help readers facilitate the development of their
music composition studio for the undergraduate and graduate-level sequence. My previous
composition professors, mentors, and teachers selected these participants. These are professional
educators within the world of composition, and I value their insight and opinions on this subject
matter.
The participants chosen for this research were not chosen randomly. I carefully crafted
this list of music composition pedagogy professors from a list of interrelated requirements. The
first set of requirements stemmed from my connection with these professors. I wanted to ensure
access to the professors I previously studied with. This purpose was vital, I knew they would be
more open to discussing their composition studios' inner workings, the organizations, and the
good and bad characteristics. Next, I also wanted to select a wide range of diverse faculty. With
that in mind, 3 out of the 6 participants are women composers. I also included black, Asian, and
international professional composers, all of whom I have had the privilege of studying with in
the past. The final step in the selection process was to select composers from different
geographical locations across the United States to identify if different compositional pedagogy
trends were correlated to different sub-areas of the United States, South, Northeast, West Coast.
With these requirements I was able to select the following six composers.
The following music composition professors have served as my participants: Mara
Gibson, Louisiana State University Associate Professor of Composition and Area Head; Robert
Paterson, Musical and Artistic Director of the Mostly Modern Music Festival; Quincy Hilliard
Heymann Endowed Professorship of Music at the University of Louisiana in Lafayette; Ingrid
Stölzel Associate Professor of Composition; University of Kansas School of Music; Rob Deemer
Professor and the Head of Composition at the State University of New York at Fredonia; Vivian
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Fung Composition Faculty and "Outstanding Career Influencer" Award from Santa Clara
University. Located in the appendix below, I have included a biographical sketch of each
participant, which provides their current placement of instruction and a quick overview of their
career. The following questions were developed from my communication and experience with
my supervising professor's music composition pedagogy course at the Louisiana State University
in 2020. These questions aim to collect a broad range of music composition pedagogy practices
currently utilized by practicing professors at the college level in the United States.
QUESTIONS FOR INTERVIEW
1.

Where and with who did you study composition?

2.

Where do you currently teach and how would you describe the institution?

3.

Describe your compositional style?

4.

What is your philosophy of teaching?

5.

Explain your recruitment efforts for your studio?

6.

What level of students do you teach?

7.

Describe your studios demographics?

8.

Describe your composition studio’s program organization?

9.

How do you handle assessment within your studio?

10.

How does your studio fit within your school’s music program?

11.

What are your teaching obligations outside of teaching music composition?

12.

What books do you use for your teaching of music composition?

13.

What music literature do you use for your teaching music composition?

14.

Describe rhythmic, harmonic, melodic vocabulary within your studio?

15.

What are your thoughts on passive learning techniques?

16

16.

What are your thoughts on active learning techniques?

17.

What are your thoughts on teaching beyond musical Ideas?

18.

What are your thoughts on the philosophical of teaching?

19.

What are your thoughts on composition and technology?

20.

What are your thoughts on new trends of teaching?

21.

What do you think are the most important aspects of teaching composition?

22.

What advice do you have for new/future composition instructors?

SELECTED HIGHLIGHTS FROM INTERVIEWS
In the following five sections, I included highlights from the interview process. These
sections have been organized by the emerging themes selected as prominent topics presented
during the interview process. Those themes were: philosophy of teaching music composition,
development of current composition studios’, list of practical resources for the instruction of
music composition, teaching methodologies, and last, looking towards the future direction of
music composition pedagogy. All information provided during the interview process has been
documented and coded through the lens of narrative research, which involves interpreting the
information gathered during the interview process to understand how these participants organize
their experiences and perceptions when they are teaching music composition pedagogy. At the
beginning of this research, I contacted each participant individually and confirmed their
participation and involvement in this study.
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PART 1. PHILOSOPHY OF TEACHING
Robert Paterson
I believe in providing a highly supportive environment that encourages students to be as
creative as possible, while at the same time making sure they have the necessary
resources, whether via lessons, performances, readings, courses, or research materials.
Mara Gibson
My teaching philosophy focuses on how I try and be a guide in the student’s
compositional process and help fill in the gaps of information that they are missing.
Quincy Hillard
My teaching philosophy begins with my students working on small scale topics and
fundamental tools for composition. We focus on the elements of melody, rhythm,
harmony, texture, and emotion and in teaching I try to help students find their identity,
voice, or perspective. As a teacher I like to find the students strength and grow them and
find the students weakness and fix them.
Robert Paterson
My teaching philosophy encourages individuality and risk-taking, while at the same time
making sure students can achieve this through solid training. To achieve or at least work
toward these goals, I think composition students should have a strong understanding of
musical fundamentals, such as excellent notation skills with software applications such as
Sibelius, Dorico, or Finale, adequate knowledge of instrumentation and orchestration
techniques, and of course, a strong understanding of music of the past and present, both
from a theoretical and historical standpoint.
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Mara Gibson
My teaching encompasses a variety of musical skills, including composition,
performance, theory, and history. As a composer, I believe that without the merger of all
these media, the language of music is unbalanced and can potentially sway toward the
overly intellectual or creatively unchallenged. Some curricula separate these elements;
however, as musicians, we draw on these various musical experiences in tandem,
recognizing how each subject reinforces the others.
Ingrid Stölzel
My teaching philosophy has grown organically out of my creative work as a composer.
At the core of both is the interplay of craft, creativity, and professionalism. These three
aspects also form the foundation of my teaching goals in composition, which are to
facilitate self-expression, foster self-discovery, and self-assessment, and prepare students
to succeed in the professional world. My highest goal as an educator is for students to
become sensitive and engaged musicians, who are curious about the world around them
and believe strongly in the power of music.
Robert Paterson
In addition, even though it may be an uncomfortable thought for many young composers,
I believe they should be encouraged to conduct. I don’t think every composer needs to
become an expert conductor but having basic conducting skills makes composers much
more well-rounded. Anytime a composer has performing or conducting experience, I
think it can only inform that composer in a positive way. I also believe that students
should also be required to compose for a variety of instrumental and vocal forces and be
comfortable composing for and/or incorporating electro-acoustic sounds and working
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with digital audio workstations. Composers will often focus later on in their careers on
certain genres they enjoy, but in an academic setting, I believe students should be
encouraged to explore as much as possible. I also feel strongly about is educating
undergraduate music majors on how to make it in the outside world. Of course,
undergraduates require an enormous amount of time, dedication, and focus to learn their
instruments and/or their craft, but they often lack the necessary skills to embark on a
career in music outside of school. I think undergraduates should be encouraged take
classes or at least seminars that offer real-world information on how to succeed outside of
academia.
Vivian Fung
My teaching philosophy is center around teaching private students and mentorships. One
of my main focal points with all of my students is to have them understand that
composing deals more with the process of composing music that arranging notes on a
page. I am a strong advocate for live performances of music, for me the Midi within the
computers is not enough. I believe we need the human factor to bring our pieces to life,
by adding breath, musicality, human error, and performance expressions. Without these
tools the creative process has not reached its full potential. My number 1 golden rule is
we need those performances to become better composers.
Mara Gibson
In addition, I also focus on preparing students for what is required of musicians and
critical thinkers, I provide students with tools to think about these seemingly separate
aspects of music simultaneously. In addition to following the more traditional music
curriculum where the student takes theory and ear training, history, piano, and their
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primary instrument and/or specialty, I synthesized these “independent” subjects into each
class by taking various slants using each musical skill.
Robert Paterson
I also strongly believe in cross-disciplinary interaction. Often times, composers and
theorists can learn from each other, and they should have opportunities to present their
music and research to each other with both old and new music. Composers should be
encouraged to work with other disciplines such as theatre, dance, and film. With the
continuously developing world of technology, composers are going to be called upon to
write even more music for websites, apps, software, and internet-based applications, and
they should be given the skills they need to accomplish this. Regarding composition
departments as a whole, I am a strong believer in students experiencing a variety of
opinions. What I always find interesting is that although teachers may have differing
suggestions or opinions, often times, there is a lot of overlap. Student’s benefit from
hearing different ideas, but also having certain ideas or concepts reinforced, as many are
somewhat universal. Some of my favorite moments as a teacher are when I say
something to a student, only to have the student say later on, “That’s interesting, because
that’s exactly what my other teacher said,” someone whom I have never had little or no
contact with.
Rob Deemer
My teaching philosophy begins with everyone should learn how to compose music. If we
think in terms of poetry, everyone in an English class at some point has written a small
poem. I believe Everyone has the ability to write music which means non composers
should be composing music as well. Not just the professionals. Looking back, I have
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learned that after composing for a while and turning back to performing in an ensemble
my side reading increased because I had digested the rhythmic and melodic gestures
through composition and now, I understand them better I feel that composing increases
the musicianship of the performer. If we want our performers to grow, having them
compose music can be a wonderful tool to enhance their musician ships.
Robert Paterson
Finally, I also believe that it is extremely important for music teachers at universities to
educate to at least expose students who are non-music majors to the world of classical
music. These students may not play a musical instrument or sing, or the ones that do, may
not plan to become professional musicians. However, they are our future audience and
potential classical music fans and patrons. They should be given opportunities to
appreciate music while they are in school. In this regard, I think it is extremely important
for music majors to always be aware that they are not only creating for themselves and
their peers, but also for the world at large. I feel very strongly that composers should
work hard to connect with audiences, whether via their music or as people, and
universities can provide the perfect environment to foster such connections and create a
strong community that keeps the music scene thriving.
Mara Gibson
By actively practicing what I encourage my students to do, students discover a
fundamental skill for music and scholarship: how to learn through doing. Teaching
students how to ask questions and find solutions is more valuable then teaching textbook
facts. In creative fields, the answer is most always found in the question. If a sincere
answer is to be discovered, the student can be the only one to ask the question. I help

22

promote asking questions by explaining to students why I give them certain assignments,
by discussing solutions I have found and by encouraging students to work and
communicate together. Teaching demands dedication similar to that of writing music and
playing an instrument. I believe that a balance between being a musician and a teacher
strengthens knowledge and encourages inquiry on behalf of both student and the teacher.
The most successful atmosphere for the student and teacher exists when both parties are
thinking, creating, and being stimulated by one another’s ideas and artistic solutions.

PART 2. DEVELOPING MUSIC COMPOSITION STUDIOS
Can you briefly describe your composition studio’s program Organization?
Robert Paterson
Privately, I offer online zoom lessons. At the Mostly Modern Festival we offer private
lessons, occasional group lessons, composition seminars, where faculty composers
present their works, and composer forums, where participants present their works.
Quincy Hillard
For music students to enter my composition studio they music first have one full year, or
two semester of music theory courses taken already as well as, one semester of class
composition techniques. Within this class we discuss the fundamentals of music
composition and music of the 20th century. Once students have, I successfully passed
these requirements they are then given entrance into my composition studio for private
lessons.
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Ingrid Stölzel
In my studio we have Individual 50-minute lesson each week which also includes a
weekly seminar with all composers. Students will study with faculty members who are
nationally and internationally recognized in their fields and their instruments. Courses in
music theory and musicology are part of the in-depth exploration of music, as are private
instruction, ensemble, and chamber music opportunities. All students pursuing the B.M.
degree will perform a senior recital on their primary instrument/voice. In addition,
performance majors will also complete a junior recital and music composition majors will
also give a music composition recital.
Mara Gibson
Here at the Louisiana State University our freshman and sophomores have weekly 30min
lessons along with a weekly composition lab and weekly composition forum. Our Junior
and seniors have weekly 1-hour lessons weekly and composition forum. Our master and
doctoral level students have weekly 1-hour lessons and weekly composition forum as
well. Throughout the semester I cultivate group lessons which will happen twice a
semester. I make sure each level of student is represented in each group lessons, e.g., 1
freshman, 1 sophomore, 1 junior, 1 senior, 1 graduate student. Our weekly composition
lab is for freshman and sophomores to work on the technical skills and develop their
compositional processes. During this class we cover subjects that include, compositional
exercises, music notation topics, orchestrational topics and introductions into 20th
century repertoire. Our weekly composition forum is for the full studio and includes
student presentations, guest artist, guest conductors, guest composers, music industry
conversations, call for scores, and many other topics. This space is created for the full
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studio to come together and ask questions and engage in discussions about their music
and the music of their call leagues.
Vivian Fung
I maintain a teaching studio of private music theory and composition students in the Bay
Area of California, and I also teaches via facetime and skype. I have experience teaching
students from a wide variety of backgrounds and in different settings, from private
lessons to public lectures and master classes, as well as in classroom and residential
settings. I have taught beginner-level students of all ages, as well as students embarking
on professional careers as musicians. My extensive professional experience as a
composer and educator makes me a communicative, intuitive, and creative teacher. I treat
each student as a unique individual and tailors their lessons according to the student’s
learning style and needs.
Rob Deemer
Within the full composition Freshmen take beginning composition class three days a
week. During this class we focus on a 3-week segments of topics where at the end of each
segment the students will have a new piece of music to reference in their portfolio. These
pieces also receive a live reading of the music. I think it is very important for young
composers to hear their music read by musicians so they can begin to connect the dots of
what they write to what it sounds like. Students within the studio will receive eight
semesters of weekly private lessons. Access to group lessons and our studios two-hour
composition forum. Uniquely to our school our composers are required to take Private
lessons for an applied instrument for 6 semesters.
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How do you handle assessment within your studio?
Quincy Hillard
With my studio I like to have my students focus on their techniques before they can move
on to bigger projects. My freshman students are required to produce one piece by the end
of each semester that demonstrates all the topics we covered within their lessons through
the semester. My sophomore students are required to produce two pieces by the end of
each semester and the lengths of these pieces are typically open to interpretation and
flexible depending on the style and genera of music being written. My juniors and seniors
are required to produce three pieces by the end of each semester focusing on
demonstrating a wide range of musical styles and compositional techniques. By the end
of their undergraduate time within the studio, students will have what curated a
substantial composition of portfolio which they can use to submit to graduate school.
Ingrid Stölzel
At my university we currently have three professors that rotate students each semester.
Each semester our students have a live performance requirement where they need to have
a piece of their portfolio publicly played either on a recital. This requirement focuses on
giving students experience with publicly sharing their music and getting into habit of
asking musicians to play their music. This process focuses composers on following
through with their music, parts rehearsal etc. We also have a beginning composition class
which includes technique assignments. Within these classes our younger students are
more structured in those techniques and our older students are more open to finding their
voices. I also have students do self-reflections as the beginning of each semester, goal
settings, life updates, these goals could include examples like “Learn more about
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expanding my harmonic language”. I also help set individual student goals to fill in the
gaps of their compositional process. I also enjoy asking students “What is if your
favorite piece of music” that can tell you a lot about what they are listening to and what
they are interested in.
Mara Gibson
Entrance within the composition program requires an entrance exam where students will
present portfolios and go through an interview process. Here at LSU, we have developed
a composition jury which is for the second semester sophomores, or after four semesters
of study. This jury is used to check in with the students’ progress, see where they are
headed and identify any weakness, they need to focus on moving forward. If we see that a
student is not progressing as much as we would like we can also encourage them to
consider a different degree program within the school of music. We have also developed
an end of semester recital marathon that has grown into an all-day event full of
opportunities for all students within the studio to have pieces preformed. At the end of
semester, each student is required to submit an updated composition portfolio and it is
required and includes ten minutes of new music. After eight semesters of study each
undergraduate student can potentially have up to eighty minutes of new music within
their composition portfolio.
Vivian Fung
My focus for assessment with my students falls under attitude and attendance. I focus on
growth within their process taking into consideration where the student has started and
where they are headed. Assessment is hard to pinpoint, however I like to think about,
what are the things the student is doing well vs what they need more work on. Looking
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forward at my senior level student, I like to set up their last year to help set up what life
after graduation looks like. Exploring Internships, creating website, press releases,
applying for grants, performance etc. I believe sharing information about the industry is
very important.
Rob Deemer
Within our studio we have all composition take part in a jury. This includes all undergrad
and master level students however not freshman. Within this jury we focus on each
student technical skills, demonstration of creativity, productivity, how many
performances. We have our students fill out a Google form to fill out ahead of time to
answer several questions and upload their portfolio and recordings. Our students have
access to End of semester student composer recitals to have their works recorded. Our
graduate students take part in exams at the end of their degree.

How does your studio fit within your school’s music program?
Robert Paterson
I can only speak for the Mostly Modern Festival, but instrumentalists at the festival love
music by living composers, so mostly all they perform at the festival is music by the
composers in attendance, with a few pieces by established 20th and 21st century
composers.
Quincy Hillard
My students feel they are ahead of other students as composition help reinforce other
theory and music history elements in other classes. Within my lessons we cover a wide
range of topics which help my students produce compositions in several styles each
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semester. If I have a student that shows interest in writing a solo flute piece, we will
discuss the solo flute pieces. If I have a student interested in writing for jazz band, we
will discuss the history of jazz band and listen to different samples of pieces to gain
insight for them to develop their own point of view before they begin writing. My
students are also welcomed in the school of music. The applied professors enjoy having
composition students write music for their instrumental students. I have also had the
larger ensembles read through some of my music as well as my students. The wind
ensemble and orchestra have been a grate recourse for our studio.
Ingrid Stölzel
Our faculty are very interested in new music, we have readings with the large ensembles.
We are very intergraded school of music. Our students must start as applied music
students first then within their first year they are introduced to composition. Our
undergraduate composition students come from local rural towns.
Mara Gibson
Our composition studio is becoming one of the larger studios within the school of music.
We have become well integrated with the other music studios. Each semester we partner
up with one of the applied lesson studios and collaborate with students within that studio
to produce new music for that instrument and have a premier within that semester. We
have also become integrated with the other music ensembles. Recently we have had
several calls for scores for the band department and choir department. I would like to also
open that up to the orchestra as well, and in the future rotate between the three larger
ensembles.
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Rob Deemer
All of our faculty are in support of new music and due to the size of school, we have had
a challenge with students being over worked. We have created policy to ensure all
students are shared equally and not one student is over worked and it is balanced. Our
composition studio is well integrated with the other music studios, we have several
collaborations with the students, we have competitions with the faculty, and with other
music ensembles, depending on the conductors we encourage the students to go and ask.
Can you briefly talk about your recruitment efforts for your current composition studio?
Robert Paterson
For private lessons, I don't really recruit; composers who want to study with me have
approached me. For the Mostly Modern Festival, we recruit via social media, accepted,
eblasts, and word of mouth.
Quincy Hillard
For my private students I have reached out to them individually if I know they are
looking for a place to study and sometimes students come and find me. The covid
pandemic has stunted my efforts and I hope to begin recruiting more students in the near
future.
Mara Gibson
Typically, students find me, they will reach out because they want to study with me or
because of my efforts within my career. I also have a local studio with pre-college
students. Most of my current undergraduate students are local students and most grad
students are out of state or international students.
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Vivian Fung
Those who wish to study with me typically approached me. I like to give students who
don’t have opportunities to study music composition the option to study with me. I have
had international student work with me because there was not a teacher near where they
lived. I like to work with students of all ages as long as they have a willingness to work.
What level of students do you teach?
•

Robert Paterson Undergraduates, Postgraduates, Professional

•

Quincy Hillard Undergraduates, Graduate, Professional

•

Ingrid Stölzel Undergraduates, Graduate, Professional

•

Mara Gibson Pre-College, Undergraduates, Graduate, Professional

•

Vivian Fung Pre-College, Undergraduates, Graduate, Professional

•

Rob Deemer Undergraduates, Master Graduate

Can you briefly describe your studios demographics?
Robert Paterson
For my private studio, I am currently only teaching female students, only because I have
only been approached by female composers. For the Mostly Modern Festival, the
participants have been mostly male, with some females, although we make the strongest
effort possible to encourage female composers to apply. My private studio is currently all
graduate students, Mostly Modern Festival is a mix of undergraduate, graduate, and
professional composers from around the world. Racially, both in my private studio and at
Mostly Modern Festival, the breakdown is probably ca. 90% white, 10% black, Asian or
other ethnicities. Again, this is not because we don't try to accept every non-white male
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student we can, it's because there just aren't enough applicants who are non-white males.
It has been getting better as each year passes, but we still have a long journey ahead of us.
After years spent teaching at the collegiate level (years ago, at Sarah Lawrence College,
Bronx Community College, etc.), and promoting for my festival, it's clear to me that the
problem of lack of diversity in composition programs needs to start from the bottom, with
grade schools (or even younger), and high schools. Our American public education
system has been stripped bare, and at least two generations have grown up with little
appreciation for, and lack of access to the fine arts. This problem will not be corrected by
solely giving money and commissions to already established, under-represented
composers although it will help provide role models and visibility—it needs to start when
kids are young, and by making a concerted effort to reach people who wouldn't normally
attend classical music concerts.
Quincy Hillard
Currently I have all male students - 2 freshman, 2 undergraduates, and 1 graduate student
all students get individual instruction with 10 total composers currently at the university.
I encourage my school of music to have a smaller composition studio so that I can take
time and work with each student on their individual needs. The school of music I am at
works on the level of a small liberal arts college. I am always looking for new students to
come.
Ingrid Stölzel
For my studio I have on average six to eight students per semester; this will be a mix of
undergraduate, masters and doctoral students. My undergraduate students are primarily
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from in-state where my graduate level students are from out of state or international. We
have an average mix of male, female, and non-binary composers.
Mara Gibson
Currently my studio includes a 50/50 ratio of male to female students. Which is also the
same for my undergraduate to graduate level students 50/50. This is very unique and
allows for me to implement a mentorship program between the graduate level and
undergraduate level students for an added layer of connection within the studio. Looking
at the local vs. instate to out of state and international students I would again say we have
a good 50/50 ratio. Racial breakdown here at LSU we see mostly sis white males, I am
continuously working towards diversifying the studio.
Rob Deemer
Our studio gender break down is male to female students 25%, female/nonbinary
students, and 75% male students. If we look at our undergraduate to graduate students,
we have just about 80% undergraduate students, and 20% graduate students. We
currently have 25% out of state/international students, and 75% in state students, racially
we have a breakdown which includes 25% PoC /nonbinary students and 75% white
students.
As a composition professor can you describe what your teaching obligations outside of teaching
composition if any?
Robert Paterson
I teach private lessons, and I am the artistic director for Mostly Modern Projects,
American Modern Ensemble, Mostly Modern Festival, and also run two record
companies, American Modern Recordings, and Lumiere Records. I don't really teach

33

much outside of private lessons and at the festival, although I do give lectures and have
had residencies at various universities
Quincy Hillard
At my University I also teach Music Education class, Elementary and Junior High
Instrumental Techniques. I love teaching these topics and I also help place the senior
level student teachers in their school placements. I feel very involved with the local
school systems as I help write technique books for bands.
Rob Deemer
Within the university I sit on 1 or 2 committees that focus on technology and Campus
governances. I also teach a full workload. Outside of the university I direct the Institute
for composer diversity, composition chair for NISMA, music composition chair for
NAFME and I am beginning work on a Task force for program diverse repertoire through
NAFME.
Ingrid Stölzel
At our university professors are required to have a 3-2 load as in three classes in the fall
and two classes in the spring while the rest of my time is spent composing. Our university
is classified as a R-1 intuition, which means I am required to also be presenting new
music in concerts quite often. My current studio includes lessons for eight students while
I teach two orchestration classes as well as teaching music theory courses.
Mara Gibson
Speaking in terms of what is required by the university we are required to have 40%
teaching, 20% service and 20% research. Outside of composition obligations I also teach
undergraduate orchestration, graduate level 20th century composition techniques. My
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current workload includes 18 graduate level students as well as being the director of the
LSU new music ensemble which is headed to Carnegie Hall in the spring semester.
Vivian Fung
Recently I have had my world premiere of new flute concerto, Storm Within, by the
Vancouver Symphony Orchestra and principal flutist Christie Reside; the UK premiere of
Birdsong, performed by violinist Midori at Kings Place in London. I have also had the
world premiere of a new trumpet concerto with trumpeter Mary Elizabeth Bowden and
the Erie Philharmonic; and the world premiere of String Quartet No. 4 “Insects and
Machines,” performed by the American String Quartet. In July 2020, the Canadian
Broadcasting Company’s brand-new Virtual Orchestra gave the world premiere of my
Prayer, a unique work recorded in isolation for an online performance led by conductor
Yannick Nézet-Séguin during the COVID-19 pandemic. A creative collaboration
between CBC Music and the Toronto Symphony Orchestra, the CBC Virtual Orchestra
brought together 36 of Canada's finest classical musicians from 28 different orchestras
from every province in Canada to record the piece. Nézet-Séguin led The Philadelphia
Orchestra in a performance of Prayer in September 2020 as part of the orchestra’s revised
digital fall season and again for frontline workers in May 2021.

PART 3. PRACTICAL RESOURCES
What resources do you use for teaching Orchestration?
The Study of Orchestration by Samuel Adler, Instrumentation and Orchestration
by Alfred Blatter, The Technique of Orchestration by Kent Kennan, Textures and
Timbres; An Orchestrator’s Handbook by Henry Brant, Principles of Orchestration by
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Nikolay Rimsky-Korsakov, Handbook of Instrumentation by Andrew Stiller, Creative
Orchestration: A project method for classes in orchestration and instrumentation by
George Frederick McKay.

What resources do you use for teaching composition?
Techniques of Twentieth Century Composition by Leon Dallin, The Fundamentals
of Musical Composition by Arnold Schoenberg, The Solfeggio Tradition by Nicholas
Baragwanath, The Rest is Noise by Alex Ross, Poetics of Music in the Form of Six
Lessons by Igor Stravinsky, Silence: Lectures and Writings by John Cage.

What resources do you use for teaching Instrumental and Extend Techniques?
The Other Flute by Robert Dick, Oboe Unbound: Contemporary Techniques by
Libby Van Cleve, New Directions for Clarinet by Phillip Rehfeldt, Contemporary
Techniques for the Bassoon by Jamie Leigh Sampson, How to Write for Percussion: A
Comprehensive Guide to Percussion Composition by Samuel Z. Solomon, Harp Scoring
by Stanley Chaloupka, Textures and Timbres by Henry Brant, The Contemporary Guitar
by John Schneider, The 21st Century Voice by Michael Edward Edgerton, The
Contemporary Violin: ExtENDed Performance Techniques by Patricia Strange, The
Contemporary Contrabass by Bertram Turetzky.
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What are the know extended techniques for voice?
Sprechstimme (speech-singing), overtone singing (harmonic singing, or vocal
multiphonics), ululation, beatboxing (vocal percussionists), growling, screaming, and
shouting, whispering, panting, whistling, hissing, clucking, barking, sucking.

What are the know extended techniques for Woodwind instruments?
Multiphonics, harmonics, pitch bends, noisily activating keys without blowing,
combination of a mouthpiece of one instrument with the main body of another, for
example, using an alto saxophone mouthpiece on a standard trombone. flutter-tonguing,
breath noises, blowing a disengaged mouthpiece or reed, singing through the instrument
while playing, internal muting, key or tone-hole slap, percussive sound made by slapping
a key or keys against their tone holes, circular breathing.

What are the know extended techniques for Brass instruments?
Singing through the instrument while playing, exaggerated brass headshakes,
noisily activating valves without blowing, pitch bends, combination of a mouthpiece of
one instrument with the main body of another, for example, using a French horn
mouthpiece on a standard bassoon, flutter tonguing, circular breathing, double buzz, halfvalve playing, unconventional mutes or other foreign objects in the bell (e.g. plumbing
parts), breath noises, slap tonguing, blowing a disengaged mouthpiece.
What are the know extended techniques for Percussion instruments?
Rudimental or "dynamic" double bass on the drum set, using hand rudiments such
as double stroke rolls and flam taps and playing them with the feet, stacking 2 or more
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cymbals, one on top of the other, to change the sound properties of the instrument, bowed
vibraphone, cymbals, and gongs, resonance effects (e.g., cymbal played on timpani; cow
bell struck against a bass drum. pitch bends on mallet percussion, harmonics, custombuilt percussion mallets, striking a gong and then inserting the vibrating metal into a tub
of water, creating a glissando. placing a cymbal on a timpani head.

What is a list of know extended techniques for String instruments?
Playing with a plectrum or pick, playing with percussion sticks, mallets, or other
objects, bowing on the "wrong" side of the left-hand fingers, bowing behind the bridge,
bowing non-string parts of the instrument, parallel rather than perpendicular bowing,
exaggerated vibrato, snap pizzicato, also called Bartok pizzicato, tapping or rubbing the
soundboard of stringed instruments, string scrapes with finger, nail, or object, percussive
effects on body of instrument, tapping on the fingerboard, "seagull" harmonic effects,
playing with percussion sticks, mallets, or other objects, snap pizzicato, in which a string
is pulled away from the fingerboard until it snaps back and strikes the fingerboard.
percussive effects, such as drumming on a string instrument body, palm, and finger
muting ("pizzicato"), tapping on the fingerboard.

What resources do you use for teaching Music Theory and Harmony?
Musicophilia: Tales of Music and the Brain by Oliver Sacks, How Music Works
by singer David Byrne, The Study of Counterpoint by Johann Joseph Fux, Silence by
John Cage, The Joy of Music by Leonard Bernstein, Tonal Harmony by Kostka, Theory
of Harmony by Arnold Schoenberg, Twentieth Century Harmony by Vincent Persichetti.
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What resources do you use for teaching Notation?
Behind Bars by Elaine Gould, Music Notation by Gardner Read, Music Notation
in the Twentieth Century by Kurt Stone.

What resources do you use for teaching Music Software?
Sibelius - Music Notation Software, Finale - Music Notation Software, Dorico Music Notation Software, Musicprep.com - Useful Sibelius Extras, Finale Tips - Finale
Tips and Plugins, including JW plugins, TG Tools - Comprehensive Plugins for Finale.

What resources do you use for teaching electronic music?
Music Theory for Electronic Music Producers by Dr. J. Anthony Allen, Teaching
Electronic Music, Cultural, Creative, and Analytical Perspectives by Blake Stevens.

What resources do you use for teaching Counterpoint?
Modal Counterpoint Renaissance Style by Peter Schubert, The Art of Partimento
by Giorgio Sanguinetti, Voice Leading by David heron.

What resources do you use for your teaching Forum and analysis?
Analyzing Classical Form by William Captain, The Jazz Theory Book by Mark
Levin, Music Theory in Practice by Eric Taylor.
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What resources do you use for your teaching 19th century repertoire?
Frédéric Chopin (1810-1849), Claude Debussy (1862-1918), Franz Liszt (18111886), Giuseppe Verdi (1813-1901), Richard Wagner (1813-1883), Fanny Mendelssohn
(1805-1847), Pyotr Ilyich Tchaikovsky (1840-1893), Johannes Brahms (1833-1897),
Giacomo Puccini (1858-1924), Sergei Rachmaninov (1873-1943), Gustav Mahler (18601911).

What resources do you use for your teaching 20th century repertoire?
Igor Stravinsky (1882–1971), Arnold Schoenberg (1874–1951), Benjamin
Britten (1913–1976). Aaron Copland (1900–1990). Sergei Prokofiev (1891–1953).
Dmitri Shostakovich (1906–1975). Béla Bartók (1881–1945). Charles Ives (1874–1954).
Maurice Ravel (1875–1937). George Gershwin (1898–1937) John Cage (1912–
1992). Ralph Vaughan Williams (1872–1958) Sergei Rachmaninoff (1873–1943).

What resources do you use for your teaching 21st century repertoire?
Jennifer Walshe (b. 1974) Terence Blanchard (b.1962) Linda Catlin Smith (b.
1957) Caroline Shaw (b. 1982) Steve Reich (b. 1936) John Luther Adams (b.
1953)György Kurtág (b. 1926) Meredith Monk (b. 1942) Kaija Saariaho (b. 1952)
Jennifer Higdon (b. 1962) Nkeiru Okoye (b. 1972) Unsuk Chin (b. 1961) Omar Thomas
(b. 1984) John Mackey (b.1973) Ornette Coleman (b. 1930) Tania León (b. 1942)
Anthony Davis (b. 1951) Ellen Reid (b. 198) Viet Cuong (b. 1990)
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PART 4. TEACHING METHODOLOGIES
Rob Deemer
I focus on passive techniques a lot if I am teaching within a class or a private lesson
setting. I find that the use of the sarcastic method can be very beneficial to keep the
students engaged. I like to work with the students to focus on what they can identify on a
score without listening to it. Once we have looked the score and even worked through an
audiation exercise then we add the listening to reinforce our discussions. We focus on
form because younger students tend to need help in that area. To do I will take the
students to the library and go and look at the scores of the music they are interested in.
Mara Gibson
I believe all are important, I like having my students attend concerts and engage in
conversations with other students in the studio. I also have students log their hours of
composition, write pros, and improvise to engage their creative process. I also have my
students write concert reviews to grow their vocabulary of speaking about music.
Robert Paterson
I think all of these methods are valid. I think the idea of a composer not learning as many
techniques as possible is horrible. Too many young composers think they know as much
as they need to know, and so many of them sound alike, because they are only exploring
what everyone else is exploring. One fascinating observation is that many dead
composers studied theory (harmony, counterpoint, even hand copying other composers'
music) in a way that most younger composers would abhor. So many younger composers
want "shortcuts" and don't want to put in the time to really learn. Sure, some techniques
might be outdated or not appealing for contemporary composers, like fugues, but you
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should at least know the basics of how to compose a fugue. Even if you don't like
melodies, you should know how to write a melody. I think the two biggest deficiencies I
see with younger composers, and contemporary composers in general, is a lack of formal
cohesion, and not understanding or incorporating counterpoint, at least in any significant
way. I focus quite a bit on form with my students, and also on counterpoint.
Quincy Hillard
Composition to me involves listening and writing and analysis. I use tradition scores for
compositional instruction rather than a book. It is my job to guide students through the
composition process and I feel I can do that right from the music. Looking at how a
composer crafts melodic line or looking at and identify the harmonic sequences of a
phrase is where I feel the best information can be found.
What are your thoughts on Active Learning techniques?
Rob Deemer
We focus a lot on form during my lessons because have seen that younger students tend
to need help in that area. I will take the students to the library and go and look at the
scores of the music they are interested in. Early on in the beginning comp class we do
assignments to build up to a full piece. I have seen that more mature students we tent to
lean toward more passive learning techniques.
Robert Paterson
I think these methods are also valid, it depends on the composer. Not every method is
going to work for every composer, although composers should try as much as possible to
see what they like or don't like. The single area that I think is often over-emphasized in
colleges (or at least, it was when I was in college) was reading figured bass at site. I just
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don't think this technique is that important anymore, except for baroque specialists or jazz
musicians. This doesn't mean you should know how to do it, but to be able to do it like a
baroque keyboard specialist is a little bit of a waste of time.

What are your thoughts on teaching beyond musical ideas?
Robert Patterson
I am a huge advocate for teaching for the real world, although I don't necessarily think a
composition teacher is the right person to teach any of these topics. I think many of these
topics are more important for graduate school, although undergraduates should begin to
have a handle on all of this as well. Many young composers are already extremely savvy
re. social media, but how to act in real world situations is definitely beneficial, and often
overlooked or even disregarded altogether. A major component of being a professional
composer, and even a professional musician overall, is learning how to get along with
others, how to communicate effectively, and even learning social graces. It's shocking
how many composers don't know how to act in rehearsals, or who are not polite, and
thankful for the hard work musicians' put into performing their works. Interestingly, I
think many young composers have horrible email and texting etiquette. They also won't
pick up the phone, and they often don't get back to people in a timely manner (think
teachers, or even other musicians). In the real world, when people act like this, young or
old, we just don't hire them again, or at all, or perform their music. There are just too
many composers and other musicians out there to take their place, so there's no reason to
put up with bad etiquette.
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Quincy Hillard
I am in the real world as an active composer, I do teach my students how to rehearse a
band, how to work with a conductor, how to work with publishers and how to work with
performers. Each semester my students have the opportunity to have their music
presented in a studio recital and they all must go out into the school of music and find
musicians, rehearse with them and organize their schedules to make sure their piece is
successful, and sometimes students are not prepared, and their piece is not put on the
program, but it is a lesson they learned for next time.
Rob Deemer
At some point we get into these topics within our students. Within our school of music
curriculum, we have a class dedicated to these topics. I also like to introduce rehearsal
expectations in the beginning composition class.
Mara Gibson
In terms of Notation, we have so many options and all are valid options. As a teacher it is
challenge because we have to know how to navigate through them all to be able to work
with our students. In terms of teaching beyond the music, my senior students will have a
website YouTube channel, a sound cloud to help with their promotion of their music.

What are your thoughts on the Philosophical side of teaching?
Vivian Fung
I like to focus a lot on the phycology of getting out of writers blocks with my students.
We come up with ways in which we identify the issues and find solutions within their
creative process. Most student’s deal with issues centered around seeking perfection and
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it is my goal to guide them out of that headspace and focus on the process of writing
music rather than about the notes on the page.
Mara Gibson
I believe Students need to be able to justify their decisions when it comes to music
composition. I like to introduce these types of discussion within a group lessons and
composition forums.
Ingrid Stölzel
If I have a student who is witting something very political, and I like to play the role of an
audience and ask the student if that is that the impact they are going for and I am very
honest with them. If I have a white student trying to set a black poet writing or a man
setting a feminist poem, we have discussion about why they think they are the best person
to write this piece and if they aware of the perspectives.
Quincy Hillard
I find it more important that If students can show me their process and prove their
reasoning behind a project then I will approve it even though I may disagree. I believe
there is not a right or wrong way in composition only choices that lead to difference
consequences. As composers we have to learn how to deal with those consequences and
move forward.
Robert Paterson
Again, I think all of these techniques can be valid. I think the key is to incorporate
constructive rather than destructive criticism, and to be as encouraging as possible. I'm
not a big advocate of confrontation with students, but then again, I really dislike students
who are not opened to trying new things. One of the worst traits, a younger composers
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can have is to be close-minded, and think they already know what they like before
they've tried anything other than what they grew up with. I think too many younger
composers are not opened to listening to what their teachers suggest, and college is
exactly the right environment for exploring and trying something new. It's also the right
environment for embracing failure. What I mean by that is, if you aren't willing to take
risks and failing at least some of the time, then you probably aren't succeeding most of
the time. If you think you don't need teachers because you, have it all figured out, then
you shouldn't be in college.
Rob Deemer
My day-to-day teaching philosophy tends to be more in the moment. It hard to get
students engaged if it’s a lecture, I like to ask questions and have them engage within
topics, I try and set them up with the creative process. What I have found is that all of the
different arts in 2014 came out with the national art standards and one of them is creating
within the k-12 They focus on Imagining, planning making, evaluating, and revising and
it is a It is a non-liner structure that students can start at any point.

What are your thoughts on Composition and Technology?
Rob Deemer
I am not one to force students to only write by hand, I like to have my students use all
recourse they have available to them. I used a DAW for my film scores and then
transition to notation, they all have their advantages, and each student should find what
works for them. One issues that I am finding with my incoming students who come in
with free software that inhibits their ability to get to the pro notation level and having
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them switch to finale is a challenge because it will feel like going through an embouchure
change.
Quincy Hillard
it is all very important, what I don't like is when students only using the computer
"copying and pasting music together is a problem" on the file side listening and analyzing
is so much easier than now when I was a student. The creation of computer notation
software has sped up the process of composition exponentially. If I wanted to, I could
write and notate a full band score in one day. That could never happen by hand.
Vivian Fung
For students who feel are struggling’s with the notes I have them work with logic to get
out of their head space. Removing the confinements of a notation-based system allows
the students to freely express their musical ideas. It is important for those students to
understand that midi is not the finial stop. Once they feel they have a good command of
their ideas we then transition those ideas back into either handwritten notation or within a
computer-based notation software.
Mara Gibson
Depending on what my students are working on currently I will normally make all
undergrad students take one semester and write by hand, to get their head out of the
world of midi. I want to make sure we keep technology a tool.
Robert Paterson
I think composers should definitely be familiar with music notation programs, but I think
most composers these days generally are, especially since there are free and easy entry
points via simpler versions of these programs. I think composers should have at least a
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moderate ability to create midi files from their scores, but again, this is pretty easy, and
most younger composers get it. Many older composers still struggle with this, which is a
shame, since it's really not that difficult. writing by hand, I do it for my sketches and
initial drafts, and I stand by this method. I think notation programs are amazing, and if
you're comfortable working exclusively with notation software, that's fine, but personally,
I like the process of sketching by hand first. I think it causes you to slow down a little,
and also think more carefully about the musical material you are working with. Clearly,
this takes more time, but not that much more time. I always encourage my students to at
least sketch ideas by hand, just to experience that sense of notational freedom. In my
opinion, too many composers rely on sequencers and DAWs. I've seen so many pieces by
younger composers that have no articulations, no dynamics, and really nothing other than
the bare notes on the page. I often hear, "I'll add all that later," like they are just layers in
a sequencer. I think it would benefit many younger composers to think a bit more
organically, like these parameters are an integral part of the music, rather than something
to be slapped on later, like frosting on a cake.

PART 5. THE FUTURE OF MUSIC COMPOSITION
What are your thoughts on new trends within teaching composition?
Mara Gibson
Due to the pandemic composition lessons over zoom actually work really well. Students
are able to share their screen in real time and also share audio. We can adapt and change
their pieces very quickly. The downside is not having a performance, teaching over zoom
allows for more score study through scarring of screens and it makes it more personal,
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Zoom also helps to bring in guess artist and composers and conductors from all around
the world who would normally need to fly in.

Quincy Hillard
I am not a fan of the online format I feel it loses the authenticity of the lesson. I enjoy
connecting with the students I feel disconnected when we are on zoom all day. I am much
better with in person teaching I feel the tone of conversation are different and less sterile.
People can hide their emotions through the screen and music composition is all about
emotions.
Ingrid Stölzel
I encourage students to use technology, I will have them record their improvisations
And if notation it is not working then I have them shake it up and use both. I always tell
my students “Don’t get stuck looking at the screen because the screen is very limiting.”
Rob Deemer
I have seen several types of students some want to go do film scores, or work on video
games, however students do not release that the silks that they learned within
composition can be mapped onto other jobs. Planning, organizing, coaching, rehearing’s,
etc., Students need to be aware that there is no backseat mentality when it comes to
composing. This degree is a very active degree and for students to be successful they
need a strong and independent work ethic. We sometimes run into students who are not a
hungry as others, once they see what it is like on the other side and then it is our job to
help guide those students to switch into a different major for them to be successful. We
don’t want to create a false sense of security; I don’t like to waste student’s time.
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Robert Paterson
I think all of these methods are valid. Personally, I am much more into teaching in person
than via Zoom, but of course, with the pandemic, online learning has become more
common. Online learning has its place, and I'm glad it exists, and I use it myself, but
generally prefer teaching in person, because I think it's a much warmer experience all
around. Re. group collaboration, I think there's a lot to be learned from non-classical
musicians (and especially younger musicians) who "collab," especially with pop songs.
It's very common in that world to have someone create the "stems," or the music in
general, and to have someone else write the lyrics and sing, have someone else add more
sounds, and also have a guest singer or musician, or many guest musicians who create
their own verses and melodic lines. I think this type of composition scares a lot of older
composers, but I think it's entirely possible to create great music as part of a group. Just
look at any well-known excellent rock band, or collaboration in the world or rap, and
you'll find all kinds of excellent songs that are amazing because they were collaborations.

What do you think are the most important aspects of teaching composition?
Rob Deemer
Just like with you students, Teachers need to be ok with making mistakes, most of our
pieces are not perfect, your teaching will grow, and you will learn how to be more
flexible. Don’t just come up with cookie cutter teaching plan, be creative and find what
work and then develop it over and over. Just know that it will take 4 to 6 years to finally
feel comfortable teaching. It is also important to know that going into Academia that you
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are never going to the expert in all things be ok with that and be able to learn from
everyone. Be willing to make mistakes and learn from them and don’t be afraid to model.
Mara Gibson
I believe the finding a balance of the technical and the creative sides of each student; for
example, who have wonderful musical ideas need more attention to their composition
techniques to realize their idea. The other side can be, students who are very strong in the
technical aspects of composition, understand counterpoint and tonal harmony tend to
need more creative ideas to break away from the rudimentary processes. Cages mind hart
diagram is my favorite tool to show students how to understand the balance. My job as a
teacher is to bring out the other side in my students.
Quincy Hillard
Make sure you teach students to use the tools you have taught them to be creative. It is
your job to teach them to explore and ask questions and to find their own voice as a
composer.
Robert Paterson
Helping composers to explore and try new techniques, and explore new ways of thinking,
while encouraging their own unique, inn compositional voices.
Ingrid Stölzel
It is such a privilege to be a part of someone’s creative process. We need to know more
about the myths of creative process. We need to learn more about the science behind
creativity. I believe it is important for students to understand how much time they will
spend in the saturation process. What dose their Incubation and realization process look
like and during the evaluation process, which is the live performances, what are their
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feelings, what are their emotions. What does it feel like to have their music performed
and presented on stage? I believe students should have a deeper understanding of their
process of creativity.
Vivian Fung
I believe the foundation can be found in concert performances. Without the live music
element, we cannot truly hear the final product. Counter point and other Compositional
techniques are important, but each student needs to know what they want to do. Having a
mentorship program is really important and help younger composer get a sense of the
industry and learn more about what opportunities are available to them.

What advice do you have for New/Future Composition Professors?
Mara Gibson
Stay open, your teaching philosophy will change from student to student, it will never get
boring, always add new music to your teaching repertoire.
Ingrid Stölzel
Working with someone’s composition is a very vulnerable experience for most people.
Like with a singer, their voice is their body, a musical work from a composer is a very
venerable subject. When you are a teacher, I challenge you to create a safe space for
students by listening and supporting, be present for your all your students. It will take a
lot of support and understanding but a safe and supportive space is key. Also learn from
all your students, it is a huge privilege and make sure to be humble.
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Quincy Hillard
Start out being stricter with students’ foundations in compositional techniques. Then
learn to be flexible as they learn so they can be creative.
Robert Paterson
Try to keep an open mind, but also don't be afraid to expect the most out of your students,
compositionally speaking.
Vivian Fung
Composition is a special vocation; it is a lifestyle and a life’s work. Talk to as many
young composers as much as you can. A curriculum that offers possibility of mentorships
and connection to someone within the industry is very beneficial.
Rob Deemer
Understanding the world of post-graduation and adjunct positions. Make sure you what
are the trends are and what other opportunities are out there for you. Branding for a
potential teacher is important to help figure out what positions you can find. Don’t forget
about Zoom and how much it has augmented the teaching opportunities.
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CHAPTER 3. SUMMARY AND APPLICATION
SUMMARY
This section will summarize the following themes selected during the interview process.
These themes have been organized into the following sections: Part one, participants' philosophy
of teaching music composition. In part two, participants explained how they developed their
current composition studios'. Part three lists participants' practical resources for music
composition instruction—part four includes participants' teaching methodologies. In part five,
participants look toward the future direction of music composition pedagogy. After the
interviews were completed, I organized their response to allow for a natural dialogue between
participants to take form. There is an overarching theme among the participants that focus on one
main idea. This central idea focuses on helping students find their identity or voice as composers.
Several participants stated that this was one of their top priorities as an educator in music
composition.
During the interview process, I learned that this consensus between the participants is a
shift away from the previous generation of music composition educators, whose focus was more
pointed toward generating students who can write in one style of composition, mainly in the
educator's style. This practice eventually fell out of practice as students who participated in this
style of instruction felt their creative voices were not heard. I am thankful to have been a product
of educators who understand the importance of allowing students to develop their voices.
Together these educators want to provide a highly supportive environment that encourages
students to be as creative as possible while at the same time making sure they have the necessary
resources to navigate the world of 21st-century music, as well as guide student's compositional
process and fill in the gaps of information that they are missing. The participants also agree that
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it focuses on the fundamental elements of melody, rhythm, harmony, texture, emotion and
encourage students to take risks and push the boundaries of the world of music composition.
Part two focused on developing music composition studios at the university level. Each
participant described the inner workings of their current music composition studios within this
section. Some participants are connected to a large university where they teach both
undergraduate and graduate-level students. Other participants teach privately and have a wide
range of students from pre-college to professional level composers. Standing out to me was the
amount of individual instruction given to each student, no matter their level. A complete
consensus between all participants focused on creating an environment where each student
within their studio received weekly one-on-one lessons with the instructor. This lesson can be
either online or in person. Some participants enjoyed the development of the Zoom platform,
which allows lessons to occur online with screen sharing enhancing the ability to share notation
software and scores instantaneously.
Participants explained that generally, the faculty and guest artists within their intuitions
are primarily interested in performing and collaborating on new music projects. Several
participants elaborate on their experiences with collaborating with different applied faculty
studios to create opportunities for both student composers and musicians. One question that I
asked centered around the demographics of students within my participants' studios. The
responses were very diverse, partially because I selected divers to participate pool. What was
unique about the response to these questions was the racial breakdown of current students within
their studios. Among my participants, the majority of their students were white males. All
participants expressed their awareness of the lack of diversity within their studios and included
interest and engagement in developing a more diverse composition studio. Looking at the
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demographics of my participants, it is clear that the black and people of color add up a small
percentage of composers. Robert Patterson said, "it is clear to me that the problem of lack of
diversity in composition programs needs to start from the bottom, with grade schools or even
younger, and high schools. Patterson continues that our American public education system has
been stripped bare. At least two generations have grown up with little appreciation for and lack
of access to the fine arts, as this problem will not be corrected by solely giving money. Although
it will help provide role models and visibility, commissions to already established,
underrepresented composers need to start when kids are young and make a concerted effort to
reach people who would not normally attend classical music concerts." I agree with this
statement; it is up to the next generation of music educators to engage with young students to
show them that this field of study is not just for dead men. There are several organizations whose
sole purpose is to increase awareness of music by diverse composers, for example, The Institute
for Composer Diversity, directed by Rob Deemer, one of my participants; the mission of the ICD
explains that "Our composer diversity database is a resource for the musical community through
which composers from underrepresented groups can be discovered. Composers can be found
through several search filters, including gender, racial/ethnic demographics, sexual/romantic
identity, residence, and various large ensemble and chamber ensemble genres.
Part three focused on practical resources for music composition pedagogy. My
participants provided a detailed list of resources for teaching music composition within this
section, and I have organized this list into specific areas of concentration within music
composition. For example, if an instructor were looking for a book for their students that focused
on orchestration, I would suggest The Study of Orchestration by Samuel Adler or
Instrumentation and Orchestration by Alfred Blatter. Several participants expressed high remarks
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for these two books because of how in-depth these books go into detail about each instrument's
family. This book is an excellent resource for learning the nuances of orchestration. The
examples and accompanying audio examples are well chosen and well-executed. I have learned a
great deal from it and highly recommend it to anyone who wants to improve their orchestration,
arrangement, and transcription skills. My goal for this section is to create a functional document
that new composition instructors can reference as they begin their journey in music composition
pedagogy. In the future, my goal is to take this information and build upon it to create a website
recourse that can be updated as new topics and resources are discovered. I believe creating this
composition pedagogy life hacks or survival guides will allow more instructors to join the field
of study, which will help more students join the composer community.
Part four focused on teaching methodologies within music composition. Each participant
had a slightly different approach to these questions, which was my goal. As I curated this list of
participants, I wanted six different professional educators who teach in different environments.
Here are serval important topics my participants focused on during their interviews. We
discussed using the sarcastic method and how it can be very beneficial to keep the students
engaged during their lessons. Having students attend concerts and engage in conversations with
other students within the studio is a great way to intellectually develop students to speak about
music. Some participants would have students log their hours of composition and write pros
about their music or improvise to engage their creative process. Other participants like to use
traditional scores for compositional instruction rather than a book. To get direct access to the
music, instructors can take the students to the library and go and look at the scores of the music
they are most interested in. This inclusion increases the student's confidence in using the library
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resources, gets the lesson away from the office or zoom, and provides a fresh perspective for
educators and students.
Part 5 focused on looking toward the future of music composition pedagogy. I concluded
my interviews with a few questions that focused on the future of music composition. I took this
opportunity as someone who will be entering the field very soon to ask for advice for someone
who is just about to begin their professional journey. The first question I asked was centered on
the new trends in music composition. Technology within music composition cannot be avoided,
from music notation software to recording or even composition instruction. Several participants
have expressed their approval of the rise of possibilities created by the increasing development of
technology. For example, composition lessons over zoom work well; students can share their
screen in real-time and audio. Participants explained how they could adapt and change students'
pieces very quickly in real-time, and here is the midi playback. Some participants explained how
they encourage students to use technology to record their improvisations. Some participants
disagree; they are more into teaching in person than via zoom because teaching in person is a
much warmer experience. They enjoy connecting with the students and feel disconnected when
they are on zoom all day. Both arguments present supporting information and for future
instructors knowing that both sides are valid is very beneficial. I also asked my participants what
they think are the most critical aspects of teaching composition. Again, I received several
excellent answers starting with, just like with you students, teachers need to be ok with making
mistakes; most of our pieces are not perfect, your teaching will grow, and you will learn how to
be more flexible. As an instructor, it is also essential to know that going into academia that you
are never going to be the expert in all things, be ok with that and be able to learn from everyone.
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Lastly, I asked what advice you have for new/future composition professors? They
answered, stay open; your teaching philosophy will change from student to student; it will never
get boring; continuously add new music to your teaching repertoire. Also, working with
someone's composition is a very venerable experience for most people. Like with a singer, their
voice is their body; a musical work from a composer is a very venerable subject. When you are a
teacher, I challenge you to create a safe space for students by listening, supporting, and being
present for all your students. As an educator, try to keep an open mind, but do not be afraid to
expect the most out of your students. Composition is a particular vocation; it is a lifestyle and a
life's work. Talk to as many young composers as much as you can. A curriculum that offers the
possibility of mentorships - connection to someone within the industry is very beneficial. These
were just a few of the answers provided. Any future educator that takes this information and
incorporates their philosophies will have a dynamic foundation to use as they begin their journey
to becoming a world-class music composition educator.
INTERVIEW HIGHLIGHT SYNTHESIS
In this next section, I will synthesize the information collected from the above summary
section and organize the information into sections that can be used in developing an example
curriculum for the readers. First, the essential topic found within each interview is the need to
guide each student to find their voice as a composer and grow that voice into a strong point of
view that they can use to express their musical ideas. In the past, composition professors on the
university academic level focused on teaching students how to compose one way. It now seems
that the pendulum has begun to swing in the opposite direction. Professors of composition have
identified that there is a strong need for each student to find their voice, and it is the professor’s
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job to guide, grow, nurture, and foster those voices into a strong voice with a point of view that
other performers and audiences will want to listen.
Second, I have identified that these professors of composition are focused on finding the
strengths and weaknesses of their students and boiling upon those as they move forward
throughout their studies. Once a student’s composition voice has been identified, the work
begins. Third, I have identified that these professors of composition are focused on using
techniques within the world of music composition to provide a solid foundation for their
students. These topics include melody, harmony, rhythm, form, timbre, expression, notation.
Crafting composition exercises like counterpoint, harmonization, or rhymic interpolations can be
used to stretch the student’s compositional capacity, and only then will they be able to see their
true potential. Fourth, I have identified that these composition professors are focused on
providing as many opportunities as possible for their students regarding live performances,
reading sessions, call for scores, summer festivals, and collaborative workshops. Several
professors commented on the creative process and the need for the music we write to be
performed. Live performances provide so much incite to a composer, and without that crucial
step, the music we write is labeled unfished.
Lastly, I have identified that these composition professors are focused on providing a list
of industry-specific tools for students to use as they transition into the world as professional
composers. I have found that in my studies, information regarding the music industry has not
always been provided upfront. Most students focus on becoming music educators, and their need
for industry details is not a focal point. On the other hand, Student Composers how to wish to
make a living as a composer need to be prepared to work in the saturated music composition
industry. Overall, the consensus between the participants and their philosophy of education
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centers on five topics. When developing a new composition studio, considering these five topics
can guarantee a solid foundation within the first few years of instruction. Based on the
information gathered during this interview process, I have developed a sample music
composition curriculum for the undergraduate and graduate level sequences.
THE UNDERGRADUATE LEVEL SEQUENCE
The undergraduate level sequence will include four years or eight semesters.
Undergraduate Composition Majors will receive a thirty minuet or one-hour private one-on-one
lessons once a week. Freshman and sophomores will receive thirty minuet lessons and Junior and
Seniors will receive one-hour lessons. The subject matter will involve problems and solutions in
the composition of acoustic and electronic media. Students will learn various compositional
techniques, and explore notation, instrumentation, orchestration, and performance issues. This
course is designed to provide students with a solid foundation to the creative process of
composition: rhythm, melody harmony and structure etc. Students will explore and compose
music in several distinct styles, demonstrating creativity and a broader scope of the theoretical
aspects of music composition. Students are expected to notate, transpose and or arrange music
for various combinations of voice and acoustic, as well as digital/electronic instruments.
Freshman Semesters 1-2 will receive weekly 30 min group lessons. Basic materials of
music, melody, harmony, rhythm, meter, tonal harmonic progression, musical logic, motivic
structure, balance, accompaniment, modulation, introduction to form, instrumental/vocal ranges
and issues, introductory ear training. Literature as assigned. Music notation software/calligraphy
issues. Analog and Digital Audio Tools. Theory 1 and 2, Music History 1. Music in Society,
Sophomore Semesters 3-4 will receive weekly 30 min individual lessons. Advanced
modulation, advanced formal possibilities, counterpoint, instrumental/vocal ranges and issues,
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modes, advanced scales, serial composition procedures, atonality, pitch class set composition, set
progression, advanced rhythm and meter techniques, intermediate/advanced ear training.
Literature as assigned. Analog and Digital Audio Tools. Theory 3 and 4, Music History 2, Form
and Analysis, Music Technology, Piano.
Junior Semesters 5-6 will receive weekly 1-hour individual Lessons. alternative
compositional/notational techniques, philosophical musical issues, instrumental/vocal ranges and
issues, advanced ear training. Literature as assigned. Advanced electronic music tools and
techniques. Orchestration 1, 20th Century Music Theory, Intro into Computer Music,
Counterpoint, Intro into Music Industry, Conducting, Piano.
Senior Semesters 7-8 will receive weekly 1-hour individual lessons. Large
ensemble/chamber music issues, alternative compositional/notational techniques, philosophical
musical issues, advanced ear training, instrumental/vocal ranges and issues, analytical
techniques. Literature as assigned. Introduction to Max/MSP. Orchestration 2, rehearsal
techniques, Film, and Video Game Scoring 1 and 2, Intro into 20th Century Repertoire,
Composition Recital
THE GRADUATE LEVEL SEQUENCE
Each student registered for graduate composition lessons will receive a one-hour private
lesson once a week. The subject matter will involve problems and solutions in the composition of
acoustic and electronic media. Students will learn various compositional techniques, and explore
notation, instrumentation, orchestration, and performance issues. This course is designed to
provide students with an advance foundation to the creative process of composition, rhythm,
melody harmony and structure etc. Students will explore and compose music in several distinct
styles, demonstrating creativity and a broader scope of the theoretical aspects of music
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composition. Students are expected to notate, transpose and or arrange music for various
combinations of voice and acoustic, as well as digital/electronic instruments.
Graduate level Semesters 1-2 will receive weekly 1 hour. Graduate review of
composition Techniques. Literature as assigned. Music notation software/calligraphy issues.
Analog and Digital Audio Tools. Graduate Review Theory 1 and 2, Graduate Music History
Seminar.
Graduate level Semesters 3-4 will receive weekly 1-hour individual lessons. Advanced
modulation, advanced formal possibilities, counterpoint, instrumental/vocal ranges and issues,
modes, advanced scales, serial composition procedures, atonality, pitch class set composition, set
progression, advanced rhythm, and meter techniques. Literature as assigned. Analog and Digital
Audio Tools. Graduate Theory 3 and 4, Music History seminars 2, Advanced Form and Analysis,
Contemporary Composition Techniques, Composition Recital.
Graduate level Semesters 5-6 will receive weekly 1-hour individual Lessons. alternative
compositional/notational techniques, philosophical musical issues, instrumental/vocal ranges and
issues, advanced ear training. Literature as assigned. Advanced electronic music tools and
techniques. Graduate Orchestration 1, Advanced 20th Century Music Theory, Advance
Computer Music, Counterpoint, Intersections of Music, and Art in the 20th century.
Graduate level Semesters 7-8 will receive weekly 1-hour individual lessons. Large
ensemble/chamber music issues, alternative compositional/notational techniques, philosophical
musical issues, advanced ear training, instrumental/vocal ranges and issues, analytical
techniques. Literature as assigned. Introduction to Max/MSP. Orchestration 2, rehearsal
techniques, Advance Film, and Video Game Scoring 1 and 2, Intro into 20th Century Repertoire,
Composition Recital.
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The corequisite courses for undergraduate and graduate level composition Lessons are:
Composition Seminar, Composition Laboratory and Composition Orientation. Composition
Seminar is healed weekly on Mondays, Composition Laboratory is held weekly on Wednesday’s.
and Composition Orientation is held on Fridays. Seniors and Graduate level students are only
required to attend the Seminar meetings and their lessons. Sophomore and Junior level students
are required to attend both the seminar and Laboratory meetings. Freshman students are required
to attend all three Composition Seminar, Laboratory and Orientation meetings
Level

Monday Seminar

Wednesday Laboratory

Friday Orientation

Freshman

Attend

Attend

Attend

Sophomore/Junior

Attend

Attend

Senior/Graduate

Attend

In the following chapter, I will show detailed examples of developing, organizing, and
displaying the information collected during the interview process into a working curriculum for
the undergraduate and graduate level sequences. This sample curriculum will include weekly
private lessons for undergraduates and graduate-level students and three weekly class meetings,
including Composition Seminar, Composition Laboratory, and Composition Orientation. The
composition seminar is for the entire studio freshman through doctoral level students. This
curriculum will include a Monday weekly meeting for special guests, artists, and composers to
come and present lectures to the entire studio. Composition Laboratory is for the freshman
through junior level students. This curriculum will include a weekly Wednesday meeting for
students to focus on applying their composition techniques. Composition Orientation will include
a Friday weekly class for first-year students only, which will focus on an introduction to the
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world of music composition; students will be introduced to several different styles of music
composition and work through a guided listing list of contemporary music.
Seminar: includes intensive explorations of repertoire, techniques, concepts, and aesthetics
presented in the listening, score study, and reading assignments. The composition seminar is part
1 of 3-part weekly meetings: Composition Seminar, Composition Laboratory, and Composition
Orientation. These composition seminar sessions are for freshman through doctoral level
students.
Composition Laboratory and Composition Orientation. Composition Laboratory is an
opportunity to discuss diverse topics, receive thoughtful criticism from your colleagues,
announce upcoming performances, listen to new composers' works. Composition Laboratory is
held weekly on Wednesdays. Composition Laboratory is part 2 of 3-part weekly meetings:
Composition Seminar, Composition Laboratory, and Composition Orientation.
Orientation: focuses primarily on the technical aspects of the composition projects and general
compositional issues. Projects are read (performed) and discussed during the lab sessions and
topics from the listening, score study, and reading assignments may be further explored through
group discussions. This Music Composition Orientation is for Freshman Level students only.
Composition Lab is part 3 of 3-part weekly meetings: Composition Seminar, Composition
Laboratory, and Composition Orientation. The following chapter will elaborate on this
composition curriculum based on the information provided within the interview process.
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APPLICATION
UNDERGRADUATE COMPOSITION SYLLABUS
Instructor: Dr. Jeremi Edwards

Meeting Place: 00000

Office: M&DA 0000

Time: TBA

Phone: xxx-xxx-xxx

Corequisite: MUS0000.

Freshman MUS-1001A

Sophomore MUS-1002A

Junior MUS-1003A

Senior MUS-1004A

Studio Overview
Class

Day

Time

Classification

Composition Seminar

Monday

5:00pm-6:30pm

Freshman - Graduate

Composition Laboratory

Wednesday

2:00pm-3:00pm

Freshman - Junior

1:00pm-2:00pm

Freshman only

Composition Orientation Friday

Required text:
Cope, David. Techniques of the Contemporary Composer. New York: Schirmer Books, 1997.
Kostka, Stefan. Materials and Techniques of Twentieth Century Music. New York: Schirmer
Books, 1997.
Ross, Alex. The Rest is Noise: Listening to the Twentieth Century. New York: Picador, 2007.
Stone, Kurt. Music Notation in the Twentieth Century. New York: W.W. Norton & Co., 1980.
Required Materials:
Manuscript book (12-staff paper), Pencils, Weekly Journal, Laptop
Music Notation Software:
Sibelius, Finale, Noteflight, Dorico,
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Introduction:
Each student registered for Undergraduate Composition Lessons will receive a 30 min or
1-hour private lesson once a week. Freshman and sophomores will receive 3O min lessons and
Junior and Seniors will receive 1-hour lessons. The lessons will be taught in my office
(M&DA212). The subject matter will involve problems and solutions in the composition of
acoustic and electronic media. Students will learn various compositional techniques, and explore
notation, instrumentation, orchestration, and performance issues. This course is designed to
provide students with a solid foundation to the creative process of composition (rhythm, melody
harmony and structure etc.). Students will explore and compose music in several distinct styles,
demonstrating creativity and a broader scope of the theoretical aspects of music composition.
Students are expected to notate, transpose and or arrange music for various combinations of
voice and acoustic, as well as digital/electronic instruments.
Course Objectives:
•

To Compose a minimum of 10 minutes’ worth of original material per semester.

•

To study, obtain, and apply techniques for composing coherent, structured, emotionally
charged, intellectual music. Issues pertaining to music theory, ear training, conducting,
orchestration, instrumentation, and other topics may be involved.

•

To Compose music in several distinct styles, demonstrating creativity in using elements
of music (pitch, rhythm, harmony, dynamics, timbre, texture, form) for expressive effect.

•

To Compose and arrange music for various combinations of voice and acoustic and
digital/electronic instruments. Compose music, demonstrating imagination and technical
skill in applying the principals of composition.
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•

To produce a professionally bound score (including parts) of each piece composed during
the semester using a music notation software program such as All scores must be
submitted in your last lessons and should include appropriate front matter (program
notes, duration, instrumentation list, preface, etc.)

Weekly Lesson Expectations:
The Undergraduate Composition student will earn a weekly grade based on the amount of
work accomplished each week as demonstrated in their lesson. This grade will be based on the
criteria below. Composition students should demonstrate significant work each week. Musical
composition consists of many diverse components such as actual composition, score study, ear
training, conducting, etc. Each week, the student is expected to demonstrate research or study an
area related to composition.
Original Composition. A significant amount of new, original music should be written
each week. All Composers should strive to compose every day, Practice makes perfect,
composing everyday will strengthen and develop your creative process. 1-2 hours a day should
be spent on composing new material or editing current scores. Students should attend all of their
lessons. Missed lessons will affect your final average. Two missed lessons will result in your
final average lowered by a letter grade. If a student misses three lessons, he/she can earn no
grade higher than a C. Four or more missed lessons will result in the student being dropped from
the class or earning an F for the semester. If and when necessary, I will be glad to reschedule a
lesson.
Score/Composer Study. The student should demonstrate knowledge of compositional
techniques in scores from music literature each week. New scores should be studied each week.
The LSU music library has a substantial collection of music scores for your research. Junior and
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Senior Level students will bring scores and recordings (if available) to your lessons for
discussion. Freshman and Sophomore Level students will bring their Scores and Recordings (if
available) if available to your
Composition Forum Some composition assignments will be given during our
composition Forum meetings, students will be required to turn these assignments in during their
lessons for individual feedback.
Attendance at required masterclasses. These dates will be outlined at the beginning of
each semester and posted on all studio communications.
Attendance at required Faculty and Student Composition recitals These dates will be
outlined at the beginning of each semester and posted on all studio communications
Undergraduate Topics Covered and Corequisite Courses:
Freshman Semesters 1-2 will receive weekly 30 min group lessons. Basic materials of
music, melody, harmony, rhythm, meter, tonal harmonic progression, musical logic, motivic
structure, balance, accompaniment, modulation, introduction to form, instrumental/vocal ranges
and issues, introductory ear training. Literature as assigned. Music notation software/calligraphy
issues. Analog and Digital Audio Tools. Theory 1 and 2, Music History 1. Music in Society,
Sophomore Semesters 3-4 will receive weekly 30 min individual lessons. Advanced
modulation, advanced formal possibilities, counterpoint, instrumental/vocal ranges and issues,
modes, advanced scales, serial composition procedures, atonality, pitch class set composition, set
progression, advanced rhythm and meter techniques, intermediate/advanced ear training.
Literature as assigned. Analog and Digital Audio Tools. Theory 3 and 4, Music History 2, Form
and Analysis, Music Technology, Piano.
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Junior Semesters 5-6 will receive weekly 1-hour individual Lessons. alternative
compositional/notational techniques, philosophical musical issues, instrumental/vocal ranges and
issues, advanced ear training. Literature as assigned. Advanced electronic music tools and
techniques. Orchestration 1, 20th Century Music Theory, Intro into Computer Music,
Counterpoint, Intro into Music Industry, Conducting, Piano.
Senior Semesters 7-8 will receive weekly 1-hour individual lessons. Large
ensemble/chamber music issues, alternative compositional/notational techniques, philosophical
musical issues, advanced ear training, instrumental/vocal ranges and issues, analytical
techniques. Literature as assigned. Introduction to Max/MSP. Orchestration 2, rehearsal
techniques, Film, and Video Game Scoring 1 and 2, Intro into 20th Century Repertoire,
Composition Recital.
REHEARSAL AND PERFORMANCES
Rehearsals - All rehearsals must be arranged by the composition student. Be sure to
present your players with a rehearsal schedule in writing as soon as possible. It’s a good idea to
establish all subsequent rehearsals at the first rehearsal when all your players are present. Make
sure to ask everyone in the ensemble to bring their schedules to the first rehearsal. Check with
the Music Office for availability of rooms for rehearsals.
Performer Courtesy – Any composition major who treats a performer harshly or
improperly will be dealt with by the composition faculty. All performers should be treated with
the utmost respect. If problems arise in the rehearsal of a piece, the composition student should
report them to their composition teacher. These problems include lateness, lack of practice,
personality conflicts, and other unfortunate occurrences that disrupt the rehearsal of a piece. It is
important that you do not take matters into your own hands. Allow your composition teacher to
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deal with any problems concerning your performers with their applied teacher. The composition
student must also make sure that pieces are completed in readable form and delivered to their
performers in ample time. In most cases, the performers need to have the music and performance
info (date, time, and place) in at least a month in advance of the concert. However, more difficult
pieces should be delivered earlier. Finally, make sure rehearsal dates, times, and places along
with performance information (date, time, place, and dress) are submitted to each of your players
IN WRITTEN FORM at the first rehearsal.
Percussion Equipment – Make sure you clear the use of ALL percussion equipment with
the percussion studio before you use it. You may want to disclose your intentions to use certain
equipment to the percussion teacher prior to actually composing the music. Therefore, any
problems regarding access to percussion equipment may be avoided.
Prepared Piano – Be certain to clear any prepared piano piece with an piano faculty
member. When discussing the matter with the piano faculty member, be specific as to what you
will be doing to the piano and make sure you do not go beyond those bounds in the writing of
your piece. Composers are prohibited of placing marbles or other loose objects inside the piano.
OTHER TOPICS
Required Attendance at all Student and Faculty Composition Recitals – Composition
students should show their support for other composition students and faculty by attending all
composition concerts. Students should also be in attendance of faculty/student recitals that
involve faculty or students who have recently assisted in performing that student composer’s
Score Study – The Music Library has a substantial collection of musical scores, recordings, and
videos. At the Composition Jury at the end of each semester, the student should be able to
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demonstrate knowledge of literature studied over the course of the semester and also articulate
how that music influenced his or her music.
Composition Message Board – The Composition Message Board is located in front of my
office M&DA 212. Composition students should check the Composition Message Board
frequently, as notices of recitals, performance possibilities, competitions, etc. will be posted. All
composition students are strongly encouraged to attend new music performances in the area.
Student performance - Each composition student is required to have at least one work performed
publicly each semester. Our Composition Student composer concerts are given at least once a
semester and is a perfect opportunity for you to have a piece preformed. Students may also have
works performed on other music student’s performance recitals. Students should compose 10
minuets of completed works over the cores of each semester or complete sections of works each
week or have performed other tasks pertinent to composition such as score preparation or
rehearsal of original works.
Junior Recital During their junior year, each composition major in their third year will
present a concert of original music approximately 25-30 minutes in length. This concert will
consist of original works discussed in the students’ composition lessons.
Senior Recital During their senior year, each composition major will present a concert of original
music approximately 45-60 minutes in length. This concert will consist of original works
discussed in the students’ composition lessons.
The Composition Jury the Composition Jury is an opportunity for the composition faculty
to evaluate each student. It is also an opportunity for the student to receive additional feedback
from the composition faculty regarding their advancement in the study of composition. All
majors are required to take a jury unless their composition major professor excuses them.

72

Excuses for jury will only be given if the student has successfully completed a recent recital.
Each composition student must perform a jury during finals week of each semester. Students will
Bring all work (sketches as well as completed works and recordings) to your jury. Composition
Faculty will meet with each student and review their 10 minutes of music produced during this
semester. Students will be required to produce a midi realization of their unperformed pieces or
use live recordings of performances. Faculty will ask students questions that pertain to musical
form, pitch material, orchestration, inspiration, harmonic vocabulary, rhythm, Notation and any
other topics that pertain to the process of music composition. Final Grade percentages: Your
final grade will be determined by: Private lesson attendance 10%, compositional
output/completed pieces (10 minuets worth of material) 10%, weekly grades 20%, Semester
Portfolio 30%, Composition Jury 30%
The Corequisite courses for Undergraduate composition Lessons are Composition
Seminar, Composition Laboratory and Composition Orientation. Composition Seminar is healed
weekly on Mondays, Composition Laboratory is held weekly on Wednesday’s. and Composition
Orientation is held on Fridays. Seniors and Graduate level students are only required to attend
the Seminar meetings and their lessons. Sophomore and Junior level students are required to
attend both the seminar and Laboratory meetings. Freshman students are required to attend all
three Composition Seminar, Laboratory and Orientation meetings
Level

Monday Seminar

Wednesday Laboratory

Friday Orientation

Freshman

Attend

Attend

Attend

Sophomore/Junior

Attend

Attend

Senior/Graduate

Attend
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GRADUATE COMPOSITION SYLLABUS
Instructor: Dr. Jeremi Edwards

Meeting Place: 00000

Office: M&DA 0000

Time: TBA

Phone: xxx-xxx-xxx

Corequisite: MUS0000.

Class Codes:
Master MUS-7001A

Doctoral MUS-8001A

Studio Overview
Class

Day

Time

Classification

Composition Seminar

Monday

5:00pm-6:30pm

Freshman - Graduate

Composition Laboratory

Wednesday

2:00pm-3:00pm

Freshman - Junior

1:00pm-2:00pm

Freshman only

Composition Orientation Friday

Required text:
Cope, David. Techniques of the Contemporary Composer. New York: Schirmer Books, 1997.
Kostka, Stefan. Materials and Techniques of Twentieth-Century Music. New York: Schirmer
Books, 1997.
Ross, Alex. The Rest is Noise: Listening to the Twentieth Century. New York: Picador, 2007.
Stone, Kurt. Music Notation in the Twentieth Century. New York: W.W. Norton & Co., 1980.
Required Materials:
Manuscript book (12-staff paper), Pencils, Weekly Journal, Laptop
Music Notation Software:
Sibelius, Finale, Noteflight, Dorico
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Introduction:
Each student registered for graduate composition lessons will receive a one-hour private lesson
once a week. The lessons will be taught in my office or via zoom. The subject matter will
involve problems and solutions in the composition of acoustic and electronic media. Students
will learn various compositional techniques, and explore notation, instrumentation, orchestration,
and performance issues. This course is designed to provide students with an advance foundation
to the creative process of composition (rhythm, melody harmony and structure etc.). Students
will explore and compose music in several distinct styles, demonstrating creativity and a broader
scope of the theoretical aspects of music composition. Students are expected to notate, transpose
and or arrange music for various combinations of voice and acoustic, as well as digital/electronic
instruments.
Course Objectives:
•

To Compose a minimum of 10 minutes’ worth of original material per semester.

•

To study, obtain, and apply techniques for composing coherent, structured, emotionally
charged, intellectual music. Issues pertaining to music theory, ear training, conducting,
orchestration, instrumentation, and other topics may be involved.

•

To Compose music in several distinct styles, demonstrating creativity in using elements
of music (pitch, rhythm, harmony, dynamics, timbre, texture, form) for expressive effect.

•

To Compose and arrange music for various combinations of voice and acoustic and
digital/electronic instruments. Compose music, demonstrating imagination and technical
skill in applying the principals of composition.

•

To produce a professionally bound score (including parts) of each piece composed during
the semester using a music notation software program such as All scores must be
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submitted in your last lessons and should include appropriate front matter (program
notes, duration, instrumentation list, preface, etc.)
Weekly Lesson Expectations
The Graduate composition students will earn a weekly grade based on the amount of
work accomplished each week as demonstrated in their lesson. This grade will be based on the
criteria below. composition students should demonstrate significant work each week. Musical
composition consists of many diverse components such as actual composition, score study, ear
training, conducting, etc. Each week, the student is expected to demonstrate research or study an
area related to composition.
Original Composition. A significant amount of new, original music should be written
each week. All Composers should strive to compose every day, Practice makes perfect,
composing everyday will strengthen and develop your creative process. one-two hours a day
should be spent on composing new material or editing current scores. Students should attend all
of their lessons. Missed lessons will affect your final average. Two missed lessons will result in
your final average lowered by a letter grade. If a student misses three lessons, he/she can earn no
grade higher than a C. Four or more missed lessons will result in the student being dropped from
the class or earning an F for the semester. If and when necessary, I will be glad to reschedule a
lesson. Score/Composer Study. The student should demonstrate knowledge of compositional
techniques in scores from music literature each week. New scores should be studied each week.
The music library has a substantial collection of music scores for your research. Junior and
Senior Level students will bring scores and recordings (if available) to your lessons for
discussion. Freshman and Sophomore Level students will bring Scores and Recordings (if
available) to your lessons.
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Composition Forum Some composition assignments will be given during our
composition Forum meetings, students will be required to turn these assignments in during their
lessons for individual feedback.
Attendance at required masterclasses. These dates will be outlined at the beginning of
each semester and posted on all studio communications.
Attendance at required Faculty and Student Composition recitals These dates will be outlined at
the beginning of each semester and posted on all studio communications
Graduate Topics Covered In corequisite courses
Graduate level Semesters 1-2 will receive weekly 1 hour. Graduate review of
composition Techniques. Literature as assigned. Music notation software/calligraphy issues.
Analog and Digital Audio Tools. Graduate Review Theory 1 and 2, Graduate Music History
Seminar.
Graduate level Semesters 3-4 will receive weekly 1-hour individual lessons. Advanced
modulation, advanced formal possibilities, counterpoint, instrumental/vocal ranges and issues,
modes, advanced scales, serial composition procedures, atonality, pitch class set composition, set
progression, advanced rhythm, and meter techniques. Literature as assigned. Analog and Digital
Audio Tools. Graduate Theory 3 and 4, Music History seminars 2, Advanced Form and Analysis,
Contemporary Composition Techniques, Composition Recital.
Graduate level Semesters 5-6 will receive weekly 1-hour individual Lessons. alternative
compositional/notational techniques, philosophical musical issues, instrumental/vocal ranges and
issues, advanced ear training. Literature as assigned. Advanced electronic music tools and
techniques. Graduate Orchestration 1, Advanced 20th Century Music Theory, Advance
Computer Music, Counterpoint, Intersections of Music, and Art in the 20th century.
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Graduate level Semesters 7-8 will receive weekly 1-hour individual lessons. Large
ensemble/chamber music issues, alternative compositional/notational techniques, philosophical
musical issues, advanced ear training, instrumental/vocal ranges and issues, analytical
techniques. Literature as assigned. Introduction to Max/MSP. Orchestration 2, rehearsal
techniques, Advance Film, and Video Game Scoring 1 and 2, Intro into 20th Century Repertoire,
Composition Recital.
REHEARSAL AND PERFORMANCES.
Rehearsals - All rehearsals must be arranged by the composition student. Be sure to
present your players with a rehearsal schedule in writing as soon as possible. It’s a good idea to
establish all subsequent rehearsals at the first rehearsal when all your players are present. Make
sure to ask everyone in the ensemble to bring their schedules to the first rehearsal. Check with
the music office for availability of rooms for rehearsals.
Performer Courtesy – Any composition major who treats a performer harshly or
improperly will be dealt with by the composition faculty. All performers should be treated with
the utmost respect. If problems arise in the rehearsal of a piece, the composition student should
report them to their composition teacher. These problems include lateness, lack of practice,
personality conflicts, and other unfortunate occurrences that disrupt the rehearsal of a piece. It is
important that you do not take matters into your own hands. Allow your composition teacher to
deal with any problems concerning your performers with their applied teacher. The composition
student must also make sure that pieces are completed in readable form and delivered to their
performers in ample time. In most cases, the performers need to have the music and performance
info (date, time, and place) in at least a month in advance of the concert. However, more difficult
pieces should be delivered earlier. Finally, make sure rehearsal dates, times, and places along
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with performance information (date, time, place, and dress) are submitted to each of your players
IN WRITTEN FORM at the first rehearsal.
Percussion Equipment – Make sure you clear the use of ALL percussion equipment with
the percussion studio before you use it. You may want to disclose your intentions to use certain
equipment to the percussion teacher prior to actually composing the music. Therefore, any
problems regarding access to percussion equipment may be avoided.
Prepared Piano – Be certain to clear any prepared piano piece with an piano faculty
member. When discussing the matter with the piano faculty member, be specific as to what you
will be doing to the piano and make sure you do not go beyond those bounds in the writing of
your piece. Composers are prohibited of placing marbles or other loose objects inside the piano.
OTHER TOPICS.
Required Attendance at all Student and Faculty Composition Recitals – Composition
students should show their support for other composition students and faculty by attending all
composition concerts. Students should also be in attendance of faculty/student recitals that
involve faculty or students who have recently assisted in performing that student composer’s
Score Study – The Music Library has a substantial collection of musical scores, recordings, and
videos. At the Composition Jury at the end of each semester, the student should be able to
demonstrate knowledge of literature studied over the course of the semester and also articulate
how that music influenced his or her music.
Composition Message Board
The Composition Message Board is located in front of my office. Composition students
should check the Composition Message Board frequently, as notices of recitals, performance
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possibilities, competitions, etc. will be posted. All composition students are strongly encouraged
to attend new music performances in the area.
Student performance
Each composition student is required to have at least one work performed publicly each
semester. Our Composition Student composer concerts are given at least once a semester and is a
perfect opportunity for you to have a piece preformed. Students may also have works performed
on other music student’s performance recitals. Students should compose 10 minuets of
completed works over the cores of each semester or complete sections of works each week or
have performed other tasks pertinent to composition such as score preparation or rehearsal of
original works.
Master Recital During their second year, each composition master graduate student in
their second year will present a concert of original music approximately 25-30 minutes in length.
This concert will consist of original works discussed in the students’ composition lessons.
Doctoral Recital During their third year, each composition doctoral graduate student will present
a concert of original music approximately 45-60 minutes in length. This concert will consist of
original works discussed in the students’ composition lessons.
The Composition Jury the Composition Jury is an opportunity for the composition faculty
to evaluate each student. It is also an opportunity for the student to receive additional feedback
from the composition faculty regarding their advancement in the study of composition. All
majors are required to take a jury unless their composition major professor excuses them.
Excuses for jury will only be given if the student has successfully completed a recent recital.
Each composition student must perform a jury during finals week of each semester. Students will
Bring all work (sketches as well as completed works and recordings) to your jury. Composition
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Faculty will meet with each student and review their 10 minutes of music produced during this
semester. Students will be required to produce a midi realization of their unperformed pieces or
use live recordings of performances. Faculty will ask students questions that pertain to musical
form, pitch material, orchestration, inspiration, harmonic vocabulary, rhythm, Notation, and any
other topics that pertain to the process of music composition. Final Grade percentages: Your
final grade will be determined by: Private lesson attendance 10% compositional
output/completed pieces (10 minuets worth of material) 10% weekly grades 20%
Semester Portfolio 30% Composition Jury 30%
The Corequisite courses for Undergraduate composition Lessons are Composition
Seminar, Composition Laboratory and Composition Orientation. Composition Seminar is healed
weekly on Mondays, Composition Laboratory is held weekly on Wednesday’s. and Composition
Orientation is held on Fridays. Seniors and Graduate level students are only required to attend
the Seminar meetings and their lessons. Sophomore and Junior level students are required to
attend both the seminar and Laboratory meetings. Freshman students are required to attend all
three Composition Seminar, Laboratory and Orientation meetings
Level

Monday Seminar

Wednesday Laboratory

Friday Orientation

Freshman

Attend

Attend

Attend

Sophomore/Junior

Attend

Attend

Senior/Graduate

Attend
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COMPOSITION SEMINAR SYLLABUS
Instructor: Dr. Jeremi Edwards

Meeting Place: 00000

Office: M&DA212

Time: TBA

Phone: xxx-xxx-xxxx

Corequisite: MUS0000.

Freshman MUS-1001B

Sophomore MUS-1002B

Junior MUS-1003B

Senior MUS-1003B

Master Mus-7001B

Doctoral MUS-8001B

Required text:
Cope, David. Techniques of the Contemporary Composer. New York: Schirmer Books, 1997.
Kostka, Stefan. Materials and Techniques of Twentieth Century Music. New York: Schirmer
Books, 1997.
Ross, Alex. The Rest is Noise: Listening to the Twentieth Century. New York: Picador, 2007.
Stone, Kurt. Music Notation in the Twentieth Century. New York: W.W. Norton & Co., 1980.
Required Materials:
Manuscript book (12-staff paper), Pencils, Weekly Journal, Laptop
Music Notation Software:
Sibelius, Finale, Noteflight, Dorico,
Introduction:
Seminar: includes intensive explorations of repertoire, techniques, concepts, and
aesthetics presented in the listening, score study, and reading assignments. These topics set the
context for the guided composition projects assigned throughout the semester. These
composition seminar sessions are for freshman through doctoral level students. Composition
seminar is part 1 of 3-part weekly meetings: Composition Seminar, Composition Laboratory, and
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Composition Orientation. The weekly schedule will consist of the following along with private
lessons. Freshman students are required to attend all three Composition Seminar, Laboratory and
Orientation meetings. Sophomore and Junior level students are required to attend both the
seminar and Laboratory meetings. Seniors are only required to attend the Seminar meetings and
their lessons. Students are allowed to have one unexcused absence. Each unexcused absence
after the one will result in the student’s final lesson grade being lowered by 5 points.
General Information
Theis weekly meeting is attended by all of the composition student’s freshman through
junior. Because of the diversity of experience represented by the students in attendance, Lecture
Seminar presentations may range from introductory level to very advanced topics, and subjects
run the gamut from commercial to avant-garde experimental music. These presentations are
intended to expose students to current musical practices and issues, thus supplementing the more
historical material covered in the lecture portion of the course. Lecture Seminar presentations
include lectures, demonstrations, panel discussions, video presentations, and performances
featuring guest artists, faculty, students, and alumni. The material covered in this course is
critical to the understanding of current compositional trends; as a result, the amount of work
required may be considered quite significant by many students. Although this class will be taken
concurrently with Theory I and Aural Skills I, students who have little or no previous experience
in theory and/or composition may find the material beyond their grasp at present. It is
recommended that those students defer enrollment in this course until completing the pre-Theory
and Aural Skills classes.
Learning Outcomes
By the end of this course, students should attain the following skills:
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•

Understanding of a broader definition of the term “music” through exposure to
contemporary musical idioms.

•

Identify Strategies for listening to unfamiliar music, with an understanding of the
appropriate cultural, historical, theoretical, and aesthetic contexts.

•

Development of critical thinking skills and the ability to assess “quality” in a wide variety
of music.

•

Recognition and application of various melodic, harmonic, rhythmic, and structural
materials.

•

The ability to create short but cohesive and effective musical compositions, drawing upon
a wide range of techniques and stylistic approaches.

ASSIGNMENTS:
Weekly assignments include guided composition projects, listening and score study,
readings pertaining to contemporary music, and an online journal. Students are also required to
submit concert review of one of the required concerts they will attend for this course. Guidelines
for each of these assignments are included on the course Moodle page You are responsible for
following these guidelines, so please make sure you have read this information carefully. It is
important that these assignments are done in a timely manner, as this material will be discussed
during class meetings. Listening and score study materials are available in the music Library:
recordings are on reserve in the audio library and are also available online at.
Developmental PORTFOLIO:
Students in this class are required to maintain a developmental portfolio, which will
contain the following: Composition project materials: an ample supply of lined staff paper,
notebook paper, graph paper, and plain paper is recommended. Copies of reading materials,
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course handouts, and score examples: these may be used to prepare for the semester jury’s and
for reference during future academic work. Completed composition projects: prospective
composition majors may wish to include these in the subsequent composition portfolio, which
will be reviewed at critical points throughout the degree program (e.g., composition jury, senior
recital hearing).
ATTENDANCE:
Since there is much material to cover during the course of the semester, punctuality is
crucial; to this end, chronic tardiness will be considered in the attendance portion of the grade
(for the purpose of grading, 3 late arrivals = 1 absence). Students with more than four unexcused
absences (or the equivalent) are subject to failure at the instructor's discretion. Students are also
expected to attend at least three concerts listed on the approved list and will consist of any major
student Ensemble performance, Guest Artist or Faculty performance, Professional Ensembles or
senior or graduate level composition recital. An attendance record will be available to sign at all
composition division events including Composition Forum; do not forget to sign this sheet in
order to receive attendance credit!
GRADING:
Final grades will be based upon composition projects, supplementary assignments
(including journals and concert reviews), and attendance/class participation (including concert
attendance) and distributed as follows: Composition projects 20% Supplementary assignments
20%Concert reviews 10% Attendance/participation: 50%
Students may keep track of their progress by viewing their grades on Moodle page. Please
inform me or teaching assistant immediately if you notice any discrepancies or missing grades.
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The Corequisite courses for Undergraduate composition Lessons are Composition
Seminar, Composition Laboratory and Composition Orientation. Composition Seminar is healed
weekly on Mondays, Composition Laboratory is held weekly on Wednesday’s. and Composition
Orientation is held on Fridays. Seniors and Graduate level students are only required to attend
the Seminar meetings and their lessons. Sophomore and Junior level students are required to
attend both the seminar and Laboratory meetings. Freshman students are required to attend all
three Composition Seminar, Laboratory and Orientation meetings
Level

Monday Seminar

Wednesday Laboratory

Friday Orientation

Freshman

Attend

Attend

Attend

Sophomore/Junior

Attend

Attend

Senior/Graduate

Attend

COMPOSITION LABORATORY SYLLABUS
Instructor: Dr. Jeremi Edwards

Meeting Place: 00000

Office: M&DA000

Time: TBA

Phone: xxx-xxx-xxxx

Corequisite: MUS0000

Freshman MUS-1001B

Sophomore MUS-1002B

Junior MUS-1003B
Required text:
Cope, David. Techniques of the Contemporary Composer. New York: Schirmer Books, 1997.
Kostka, Stefan. Materials and Techniques of Twentieth Century Music. New York: Schirmer
Books, 1997.
Ross, Alex. The Rest is Noise: Listening to the Twentieth Century. New York: Picador, 2007.
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Stone, Kurt. Music Notation in the Twentieth Century. New York: W.W. Norton & Co., 1980.
Required Materials:
Manuscript book (12-staff paper), Pencils, Weekly Journal, Laptop
Music Notation Software:
Sibelius, Finale, Noteflight, Dorico,
Introduction:
The Corequisite courses for Undergraduate composition Lessons are Composition
Seminar, Composition Laboratory and Composition Orientation. Composition Laboratory is held
weekly on Wednesday’s. Composition Laboratory is an opportunity to discuss diverse topics,
receive thoughtful criticism from your colleagues, announce upcoming performances, listen to
new composers works. Students applied composition grade will include your attendance and
participation in Composition Lab. Composition Lab assignments will be determined as needed
on a week-by-week basis depending on which topics we are on that week. Only in extenuating
circumstances will a student be excused from Lab.
Composition Laboratory is part 2 of 3-part weekly meetings: Composition Seminar,
Composition Laboratory, and Composition Orientation. The weekly schedule will consist of the
following along with private lessons. Freshman students are required to attend all three
Composition Seminar, Laboratory and Orientation meetings. Sophomore and Junior level
students are required to attend both the seminar and Laboratory meetings. Seniors are only
required to attend the Seminar meetings and their lessons. Students are allowed to have one
unexcused absence. Each unexcused absence after the one will result in the student’s final lesson
grade being lowered by 5 points.
General Information
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The purpose of this course is to explore a variety of compositional techniques, repertoire,
concepts, and aesthetics from the recent past, and to provide students interested in composition
with the basic tools needed to compose effectively in contemporary idioms. Because music
history and theory curricula focus primarily on music from the “common practice” era (c.16001900), this course supplements that material by focusing on music composed since 1900. Thus, it
serves as an important foundation for the study of contemporary composition at the
undergraduate level.
The material covered in this course is critical to the understanding of current
compositional trends; as a result, the amount of work required may be considered quite
significant by many students. Although this class will be taken concurrently with Theory I and
Aural Skills I, students who have little or no previous experience in theory and/or composition
may find the material beyond their grasp at present. It is recommended that those students defer
enrollment in this course until completing the pre-Theory and Aural Skills classes.
Learning Outcomes
By the end of this course, students should attain the following skills:
•

Understanding of a broader definition of the term “music” through exposure to
contemporary musical idioms.

•

Strategies for listening to unfamiliar music, with an understanding of the appropriate
cultural, historical, theoretical, and aesthetic contexts.

•

Development of critical thinking skills and the ability to assess “quality” in a wide variety
of music.

•

Recognition and application of various melodic, harmonic, rhythmic, and structural
materials.
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•

The ability to create short but cohesive and effective musical compositions, drawing upon
a wide range of techniques and stylistic approaches.

ASSIGNMENTS:
Weekly assignments include guided composition projects, listening and score study,
readings pertaining to contemporary music, and an online journal. Students are also required to
submit concert review of one of the required concerts they will attend for this course. Guidelines
for each of these assignments are included on the course Moodle page You are responsible for
following these guidelines, so please make sure you have read this information carefully. It is
important that these assignments are done in a timely manner, as this material will be discussed
during class meetings. Listening and score study materials are available in the music Library:
recordings are on reserve in the audio library and are also available online at. Scores are
available in the music library; you may remove them temporarily, but they are to be returned
immediately after use. Reading assignments, as well as the project assignments, lecture
materials, and other course information may be obtained from the course Moodle page.
Developmental PORTFOLIO:
Students in this class are required to maintain a developmental portfolio, which will
contain the following: Composition project materials: an ample supply of lined staff paper,
notebook paper, graph paper, and plain paper is recommended. Copies of reading materials,
course handouts, and score examples: these may be used to prepare for the semester jury’s and
for reference during future academic work. Completed composition projects: prospective
composition majors may wish to include these in the subsequent composition portfolio, which
will be reviewed at critical points throughout the degree program (e.g., composition jury, senior
recital hearing).
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ATTENDANCE:
Since there is much material to cover during the course of the semester, punctuality is
crucial; to this end, chronic tardiness will be considered in the attendance portion of the grade
(for the purpose of grading, 3 late arrivals = 1 absence). Students with more than four unexcused
absences (or the equivalent) are subject to failure at the instructor's discretion. Students are also
expected to attend at least three concerts listed on the approved list and will consist any major
student Ensemble performance, Guest Artist or Faculty performance, Professional Ensembles or
senior or graduate level composition recital. An attendance record will be available to sign at all
composition division events including Composition Forum; do not forget to sign this sheet in
order to receive attendance credit!

GRADING:
Students may keep track of their progress by viewing their grades on Moodle page.
Please inform me or teaching assistant immediately if you notice any discrepancies or missing
grades. Final grades will be based upon composition projects, supplementary assignments
(including journals and concert reviews), and attendance/class participation (including concert
attendance) and distributed as follows: Composition projects 20% Supplementary assignments
20%Concert reviews 10% Attendance/participation: 50%
The Corequisite courses for Undergraduate composition Lessons are Composition
Seminar, Composition Laboratory and Composition Orientation. Composition Seminar is healed
weekly on Mondays, Composition Laboratory is held weekly on Wednesday’s. and Composition
Orientation is held on Fridays. Seniors and Graduate level students are only required to attend
the Seminar meetings and their lessons. Sophomore and Junior level students are required to
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attend both the seminar and Laboratory meetings. Freshman students are required to attend all
three Composition Seminar, Laboratory and Orientation meetings

Level

Monday Seminar

Wednesday Laboratory

Friday Orientation

Freshman

Attend

Attend

Attend

Sophomore/Junior

Attend

Attend

Senior/Graduate

Attend

COMPOSITION ORIENTATION SYLLABUS
Instructor: Dr. Jeremi Edwards

Meeting Place: 00000

Office: M&DA000

Time: TBA

Phone: 000-000-000

Corequisite: MUS0000.

Freshman MUS-1001B

Sophomore MUS-1002B

Required text:
Cope, David. Techniques of the Contemporary Composer. New York: Schirmer Books, 1997.
Kostka, Stefan. Materials and Techniques of Twentieth Century Music. New York: Schirmer
Books, 1997.
Ross, Alex. The Rest is Noise: Listening to the Twentieth Century. New York: Picador, 2007.
Stone, Kurt. Music Notation in the Twentieth Century. New York: W.W. Norton & Co., 1980.
Required Materials:
Manuscript book (12-staff paper), Pencils, Weekly Journal, Laptop
Music Notation Software:
Sibelius, Finale, Noteflight, Dorico
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Introduction:
Orientation: focuses primarily on the technical aspects of the composition projects and
general compositional issues. Projects are read (performed) and discussed during the lab sessions
and topics from the listening, score study, and reading assignments may be further explored
through group discussions. This Music Composition Orientation is for Freshman Level students
only. Composition Lab is part 3 of 3-part weekly meetings: Composition Seminar, Composition
Laboratory, and Composition Orientation. The weekly schedule will consist of the following
along with private lessons. Freshman students are required to attend all three Composition
Seminar, Laboratory and Orientation meetings. Sophomore and Junior level students are required
to attend both the seminar and Laboratory meetings. Seniors are only required to attend the
Seminar meetings and their lessons. Students are allowed to have one unexcused absence. Each
unexcused absence after the one will result in the student’s final lesson grade being lowered by 5
points.
General INFORMATION
The purpose of this course is to explore a variety of compositional techniques, repertoire,
concepts, and aesthetics from the recent past, and to provide students interested in composition
with the basic tools needed to compose effectively in contemporary idioms. Because music
history and theory curricula focus primarily on music from the “common practice” era (c.16001900), this course supplements that material by focusing on music composed since 1900. Thus, it
serves as an important foundation for the study of contemporary composition at the
undergraduate level. The material covered in this course is critical to the understanding of
current compositional trends; as a result, the amount of work required may be considered quite
significant by many students. Although this class will be taken concurrently with Theory I and
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Aural Skills I, students who have little or no previous experience in theory and/or composition
may find the material beyond their grasp at present. It is recommended that those students defer
enrollment in this course until completing the pre-Theory and Aural Skills classes.
Learning Outcomes
By the end of this course, students should attain the following skills:
•

Understanding of a broader definition of the term “music” through exposure to
contemporary musical idioms.

•

Strategies for listening to unfamiliar music, with an understanding of the appropriate
cultural, historical, theoretical, and aesthetic contexts.

•

Development of critical thinking skills and the ability to assess “quality” in a wide variety
of music.

•

Recognition and application of various melodic, harmonic, rhythmic, and structural
materials.

•

The ability to create short but cohesive and effective musical compositions, drawing upon
a wide range of techniques and stylistic approaches.

ASSIGNMENTS:
Weekly assignments include guided composition projects, listening and score study,
readings pertaining to contemporary music, and an online journal. Students are also required to
submit concert review of one of the required concerts they will attend for this course. Guidelines
for each of these assignments are included on the course Moodle page You are responsible for
following these guidelines, so please make sure you have read this information carefully. It is
important that these assignments are done in a timely manner, as this material will be discussed
during class meetings. Listening and score study materials are available in the music Library:
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recordings are on reserve in the audio library and are also available online at. Scores are
available in the music library; you may remove them temporarily, but they are to be returned
immediately after use. Reading assignments, as well as the project assignments, lecture
materials, and other course information may be obtained from the course Moodle page
Developmental PORTFOLIO:
Students in this class are required to maintain a developmental portfolio, which will
contain the following: Composition project materials: an ample supply of lined staff paper,
notebook paper, graph paper, and plain paper is recommended. Copies of reading materials,
course handouts, and score examples: these may be used to prepare for the semester jury’s and
for reference during future academic work. Completed composition projects: prospective
composition majors may wish to include these in the subsequent composition portfolio, which
will be reviewed at critical points throughout the degree program (e.g., composition jury, senior
recital hearing).
ATTENDANCE:
Since there is much material to cover during the course of the semester, punctuality is
crucial; to this end, chronic tardiness will be considered in the attendance portion of the grade
(for the purpose of grading, 3 late arrivals = 1 absence). Students with more than four unexcused
absences (or the equivalent) are subject to failure at the instructor's discretion. Students are also
expected to attend at least three concerts listed on the approved list and will consist any major
student Ensemble performance, Guest Artist or Faculty performance, Professional Ensembles or
senior or graduate level composition recital. An attendance record will be available to sign at all
composition division events including Composition Forum; do not forget to sign this sheet in
order to receive attendance credit!
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GRADING:
Final grades will be based upon composition projects, supplementary assignments
(including journals and concert reviews), and attendance/class participation (including concert
attendance) and distributed as follows: Composition projects 20% Supplementary assignments
20% Concert reviews 10% Attendance/participation: 50% Students may keep track of their
progress by viewing their grades on Moodle page. Please inform me or teaching assistant
immediately if you notice any discrepancies or missing grades.
The Corequisite courses for Undergraduate composition Lessons are Composition
Seminar, Composition Laboratory and Composition Orientation. Composition Seminar is healed
weekly on Mondays, Composition Laboratory is held weekly on Wednesday’s. and Composition
Orientation is held on Fridays. Seniors and Graduate level students are only required to attend
the Seminar meetings and their lessons. Sophomore and Junior level students are required to
attend both the seminar and Laboratory meetings. Freshman students are required to attend all
three Composition Seminar, Laboratory and Orientation meetings

Level

Monday Seminar

Wednesday Laboratory

Friday Orientation

Freshman

Attend

Attend

Attend

Sophomore/Junior

Attend

Attend

Senior/Graduate

Attend
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TWO WEEK SAMPLE STUDIO SCHEDULE
Date

Class

Topic

Assignment due

Monday

Seminar

Introductions mentorships assigned

Overview of Syllabus

Wednesday

Laboratory

Overview of Syllabus

Friday

Orientation

Introductions Course
introduction.
READING: Copland
“How We Listen”
Stucky “Listening to
Contemporary Music”
LISTENING:
Schwantner And the Mountains
Rising Nowhere.
Pärt Magnificat;
Ferneyhough La chûte d’Icare;
Introductions and Survey
Study groups Assignments

Monday

Seminar

Wednesday

Laboratory

Friday

Orientation

Guest Artist - Topic Extended
Techniques on Flute
Basics of composition
READING: Alex Ross The Rest
is Noise “Introduction”
LISTENING: Select one work
by the faculty composers and
write a reflection in your journal
reading discussion

Overview of Syllabus
• Discuss Preliminary
assignments
Score reading
ASSIGNMENT:
Project #1
notation/transposition
Preliminary
assignment, survey
Project #1

CONCLUSION
Music composition for me has been an outlet for my creative expression. Music
composition and more importantly the pedagogy of music composition has also become the
product of combining both my love for teaching and passing for music. Music composition
pedagogy is a complex field with limited resources and research that seems to defy codification.
Since the early stages of musical development, many composers have offered their perspectives
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on how to teach music composition I believe that a music composition lesson should uncover
pathways and ideas that students can pursue further during their careers. This research constitutes
several interrelated goals.
In a broader context, it aims to contribute towards the development of an allencompassing music composition program on the colligate level. More specifically, identifying a
need for a resource guide for new composition instructors of the collegiate level, which can be
used to develop well-rounded composition studios that focus on traditional and contemporary
compositional pedagogical skills. To achieve this goal, I developed aa curriculum for music
composition which incorporates various musical activities. Students should be encouraged to
expand their knowledge by participating in collaborative projects with peers and performers and
attending rehearsals and concerts as often as possible. Most importantly, students should
experience live performances of their music in concerts or workshops by peers and professionals.
It is necessary to assist the students to obtain a comprehensive understanding of styles and genres
as well as provide them with the tools and techniques to develop their works.
Throughout the interview process I have identified the current trends and practices used
when teaching music composition and how the field of music composition pedagogy is moving
into the future. This includes finding what material and repertoire are currently being used. I also
identified how is assessment being handled within the music composition studios and what
unique pedagogical practices are being used around the country. My participants go into great
detail about the inner workings of their studios in efforts to help educate the next generation of
instructors.
At the conclusion of the interview process cultivated a comprehensive composition
curriculum based on the contemporary music composition pedagogical practices discussed in the
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interviews, which shows an example of how future compositional instructors can utilize this
research. Within this curriculum, I focus on developing goals for undergraduate and graduate
level students based on the interviews given from this research. This curriculum model was
developed specifically for music composition. The process of this research critiqued the
traditional and contemporary music composition pedagogy practices around the United States, in
order to help readers, facilitate their development of their own music composition studio for the
undergraduate and/or graduate level sequence.
I am extremely proud of this dissertation; this project has been and will be a great source
of inspiration for my musical and academic career. This dissertation has challenged both my
research and composition skills revealing new ways to develop my creative ideas. I am excited to
see where the materials gathered in this document take me. In the future, I intend to expand the
materials in part I of this dissertation into a book or website that will house a comprehensive
model of music composition pedagogy with examples and tools future teachers can use as they
develop their own composition pedagogy practices
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PART 2. EXPLORATION OF TIME, SOUND, AND SPACE AN
ALEATORIC EVENT SCORE IN COLLABORATION WITH THE LSU
MUESUM OF ART
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CHAPTER 4. DISSERTATION INTRODUCTION AND OVERVIEW
INTRODUCTION
The development of this dissertation began with a straightforward question, can we
experience/consume live music in the same manner that we experience/consume visual art within
an art gallery? For example, we can walk around the space when attending an art gallery. We can
observe a piece of art on the wall. We can view the piece of art next to it. We can walk away and
return, even at a later date, and the piece will still be there. Visual art can allow the audience to
observe multiple pieces together simultaneously; however, this is not the case for music. When
attending a recital, the audience arrives early and selects a place to sit and remain until the
program has concluded. The preforms proceed on stage and perform the music. We are giving
the audience one possibility to process the art while being performed. Once the piece has reached
its conclusion, the audience cannot review the piece of music again; the concert must go on.
Only with recording devices are the audiences allowed to experience the music again.
One limitation within the musical arts is that most music exists within a forward temporal state.
For most musical works, the timing and ordering of musical elements are precise to each piece of
music; adding or subtracting any element would change the piece of music. If we remove the
element of time to experience the piece of music in reverse, the piece will not give the same
experience as it did moving forward in time. My goal is to blur the lines of temporal strictness of
musical arts through experimenting with this piece of music that allows the audience to
experience music like art on a wall within a gallery.
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HISTORICAL CONTEXT
My initial plan was to use inspiration from the Fluxus movement. 20 A brief overview of
the Fluxus movement includes that this was an international, interdisciplinary community of
artists, composers, designers, and poets during the 1960s and 1970s who engaged in
experimental art performances which emphasized the artistic process over the finished product. 21
This group of artists had become dissatisfied with the "elitist attitude," and they looked to
Futurists and Dadaists for inspiration, focusing primarily on performance aspects of the
movements. 22 The Dadaist use of humor in art was also definitive in forming the Fluxus ethos. 23
The two prominent figures amongst the Fluxus artists were Marcel Duchamp and John Cage,
who supported the use of everyday objects and the element of chance in art. 24 This idea became
the fundamental attitude and practice of all Fluxus artists. The early phase of Fluxus, often called
Proto-Fluxus, began in 1959 when a group of artists who had met in Cage's class at The New
School in New York banded together to form the New York Audio Visual Group. This group
provided venues for experimental and performance art. 25
This dissertation will be an event score in collaboration with the Louisiana State
University Museum of Art in downtown Baton Rouge Louisiana within the Shaw center for the
Performing Arts. Event scores fall within the subgenera of performance art which includes a
script that is usually only a few lines long and consists of descriptions of actions to be performed

20

21
22
23

24

Happening & Fluxus. Kölnischer Kunstverein, 1970.

Becker et all 1995
Ruhé 1979.
Harry Ruhé, Fluxus, The most radical and experimental art movement of the sixties. Verlag A, Amsterdam, 1979.

Jürgen Becker, Wolf Vostell, Happenings, Fluxus, Pop Art, Nouveau Réalisme. Eine
Dokumentation. Rowohlt Verlag, Reinbek 1965.
25
Harry Ruhé, Fluxus, The most radical and experimental art movement of the sixties. Verlag A,
Amsterdam, 1979.
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rather than dialogue. These performances were meant to blur the lines between performer and
audience.
COLLABORATION
For this dissertation to work I needed to find a location that would allow for the
development of a piece like this to occur. Before any precompositional plans were made I
reached out The LSU Museum of Art to see if this was project was even an option. The LSU
Museum of Art seeks to enrich and inspire through collections, exhibitions, conservation, and
education, serving as a cultural and intellectual resource for the university, Baton Rouge, and
beyond.26 Founded in 1959, the museum opened its doors to the public in 1962 as a small period
room museum in the Memorial Tower. In 2005, it moved to the Shaw Center for the Arts, where
it has more than 13,000 square feet of immense exhibition space. This large space is exactly what
I was looking for, shown below is sample map of the Art Gallery.
The museum presents world-class touring exhibitions of regional, American, and
European painting, sculpture, decorative arts, works on paper, and photography. The LSU
Museum of Art serves as a vital cultural and educational resource for the greater Baton Rouge
community. As part of its mission, the museum supports ambitious art outreach initiatives
ranging from collaborative projects with local artists and LSU faculty and students to thriving
primary and secondary school art programs.27 This dissertation will bring different perspective to
The LSU Museum of Art, and through this exhibition and programming, the museum will be

26
Louisiana State University. “About the LSU Museum of Art.” LSU Museum of Art, Louisiana State University,
2021, https://www.lsumoa.org/about.
27
Louisiana State University. “About the LSU Museum of Art.” LSU Museum of Art, Louisiana State University,
2021, https://www.lsumoa.org/about.
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able to showcase and support the work of local Louisiana artist as well as open the door for
future projects and collaborations for art and artists of Louisiana.
INSPIRATION
The first piece to the puzzle begins with my master’s program at the University of
Louisiana at Lafayette; in the fall of 2017, our composition studio, under the teaching of Dr.
Quincy Hillard, collaborated with the Hillard Art Museum. We were tasked to go and find a
piece of art within the gallery, then write music inspired by the art. The process results were
performed next to the art one evening at the end of the semester. My eyes were open, and I felt
the spark of an idea beginning to grow. The second piece of the puzzle focuses on my time at the
University of Louisiana at Lafayette. I also participated in the experimental music recital
developed by the music theory faculty and composition studio. This recital consisted of pieces
that included the experimental composition of techniques, including chance, aleatoric, and posttonal musical elements. For this recital, I developed a piece for three flutes and a fish tank that
utilized elements of improvisation and chance to realize the music in real-time. I use a video of a
fish swimming in a fish tank with a nine-by-nine grid for this piece. On the score, the flutes also
had a nine-by-nine grid. I had a small musical gesture; if the fish swam within the corresponding
section, the flutist would be allowed to improvise on the motive provided. This guided
improvisation driven by the elements of chance provided an exceptional musical moment. A link
to the audio of the recital can be found below.28
The third piece of the puzzle deals with a piece written by James Syler for wind ensemble
which I had the opportunity to perform with the University of Louisiana at Lafayette wind

28

https://soundcloud.com/jeremi-w-edwards/the-tank
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ensemble under the direction of Dr. William Hochkeppel. Storyville:29 A one movement "third
stream" type symphonic poem. Includes Early jazz styles and contemporary devices are used in a
modern setting to intensify the realities of Storyville - the infamous New Orleans prostitution
district.30 Preforming this piece broke the mold I had envisioned of what my expectations were
when designing a piece of music. This piece involves a lot of special elements that re-design the
stage for the wind ensemble. The percussion section sits at the very front of the stage, the clarinet
section is on risers all the way to the far back of the stage, the rest of the ensemble is grouped in
trios that are scattered across the stage in unique instrument pairings. Offstage is a solo vocalist
and soprano saxophone. Also, within this piece there are several aleatoric moments written in for
improvisatory chaos as well as very strict jazz motives that evolve into a huge Ragtime Jazz feel
before dissipating into an atmospheric texture. These three moments of my past have provide the
necessary ingredients for me to synthesize and develop into my final dissertation project. I will
be pulling elements from performing in the art gallery, the use of guided improvisation,
experimental notation, and spatial elements to create an event score to be performed in
collaborated with The LSU Museum of Art.
MOVEMENTS
•

Movement 1 (10’) Sustained vs. Pointillistic

•

Movement 2 (10’) Tonal vs. Non-Tonal

•

Movement 3 (10’) Pitch vs. Noise

•

Movement 4 (10’) 12-Tone Aggregate vs. Unison

•

Movement 5 (10’) Commentary on Surrounding Art

29

https://www.jamessyler.com/works/wind-ensemble/

30

https://youtu.be/A1hnlMdjnJY
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MAPPINGS
Maps of the Louisiana State University Museum of Art
Movement 1 Sustained vs. Pointillistic

Movement 2 Tonal vs. non-tonal

Movement 3 Pitch vs. Noise
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Movement 4 Standard 12-tone aggregate vs. Unison

Movement 5 Commentary on surrounding Art

106

INSTRUMENTATION
Woodwinds

Brass

Flute

Trumpet

Clarinet

Horn

Bass Clarinet

Trombone

Bassoon

Euphonium
Tuba

Strings

Percussion

Violin

Percussion 1

Viola 1

Percussion 2

Viola 2

Percussion 3

Cello 1

Percussion 4

Cello 2
Double Bass

Electronic

Electric Guitar 1
Electric Guitar 2
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PROGRAM NOTES
The development of this dissertation commenced with a straightforward question; can we
experience/consume live music in the same manner that we experience/consume visual art? For
example, when attending an art gallery, we can walk around the space and observe the art on the
wall. We can view several pieces of art at the same time. We can walk away and return, even
later, and the art pieces will still be there.
Visual art can allow the audience to observe multiple pieces together simultaneously;
however, this is not the case for music. When attending a recital, the audience arrives early and
selects a place to sit and remain until the program has concluded. The musicians proceed on
stage and perform their music. They are giving the audience one opportunity to process the
music while being performed. Once the piece has reached its conclusion, the audience cannot
review the piece of music again, and the concert must go on. The audiences are allowed to
process/consume the music again by using recording devices.
This dissertation will be an event score in collaboration with the LSU Museum of Art in
downtown Baton Rouge Louisiana in the Shaw Center for the Performing Arts. This event score
will be segmented into five movements that will explore different musical dualities—each
movement features 10 minutes of guided improvisatory music. Movement 1 will feature musical
motives of Sustained vs. Pointillistic elements. Movement 2 will feature musical motives of
Tonal vs. non-tonal elements; Movement 3 will feature musical motives of Pitch vs. Noise
elements. Movement 4 will feature musical motives of 12-tone aggregate vs. unison elements.
Movement 5 will feature musical motives of commentary on the surrounding art. For each
movement, I have organized the instrumentation into four groupings, and each group has been
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plotted on the art gallery map. Each movement will provide a different listening environment for
the audience to explore.
One limitation within the musical arts is that most music exists within a forward
projecting temporal state. For most musical works, the trimming and ordering of musical
elements are precise, and this organization affects the outcome of every piece. My goal for this
dissertation is to blur the lines of temporal strictness in the musical arts and experiment with
music that allows the audience to experience music like art on a wall within a gallery. I used
inspiration from the Fluxus Movement, an international, interdisciplinary community of artists,
composers, designers, and poets during the 1960s and 1970s who engaged in experimental art
performances that emphasized the artistic process over the finished product.
The two prominent figures amongst the Fluxus artists were Marcel Duchamp and John
Cage; the early phase of Fluxus, often called Proto-Fluxus, began in 1959 when a group of
"artists who had met in Cage's class at The New School in New York banded together to form
the New York Audio Visual Group. This group provided venues for experimental and
performance art. This group of artists had become dissatisfied with the "elitist attitude," and they
looked to Futurists and Dadaists for inspiration, focusing primarily on performance aspects of the
movements.
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EXAMPLE SCORE
Perform each movement like a solo cadenza
Improvise and repeat the measure found within each cube for the designated timing allowed
Follow the order from left to right, then top down
Each movement will occur for 10 minutes
30 seconds

30 seconds

30 seconds

1 minute

1

2

3

4

30 seconds

30 seconds

1 minute

30 seconds

5

6

7

8

30 seconds

1 minute

30 seconds

30 seconds

9

10

11

12

1 minute

30 seconds

30 seconds

30 seconds

13

14

15

16
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CHAPTER 5. SCORE

Exploration of Time, Sound, and Space
an Aleatoric Event Score in
Collaboration with the LSU Museum of Art
By Jeremi Edwards
Duration: ca 50:00 minutes
Baton Rouge, Louisiana 2022
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Movement 1
Flute
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 second

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Flute
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Flute
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute
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Movement 4
Flute
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Flute
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Clarinet
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Clarinet
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Clarinet
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute
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Movement 4
Clarinet
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Clarinet
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 seconds

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds

121

Movement 1
Bass Clarinet
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Bass Clarinet
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Bass Clarinet
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute
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Movement 4
Bass Clarinet
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Bass Clarinet
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 seconds

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Bassoon
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Bassoon
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Bassoon
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute
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Movement 4
Bassoon
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

1 minute
1

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Bassoon
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Trumpet
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Trumpet
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Trumpet
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute
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Movement 4
Trumpet
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Trumpet
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 seconds

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Horn
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Horn
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Horn
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 sec’

30 seconds

1 minute
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Movement 4
Horn
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Horn
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 seconds

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Trombone
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Trombone
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Trombone
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 sec’

30 seconds

1 minute
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Movement 4
Trombone
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Trombone
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 min

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Euphonium
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Euphonium
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

148

Movement 3
Euphonium
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 sec’

30 seconds

1 minute
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Movement 4
Euphonium
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

150

Movement 5
Euphonium
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 min

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Tuba
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Tuba
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Tuba
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute
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Movement 4
Tuba
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Tuba
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 min

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Violin
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

157

Movement 2
Violin
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Violin
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

159

Movement 4
Violin
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

160

Movement 5
Violin
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 seconds

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds

161

Movement 1
Viola 1
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Viola 1
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Viola 1
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute
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Movement 4
Viola 1
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Viola 1
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 seconds

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Viola 2
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

Movement 2
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Viola 2
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Viola 2
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

Movement 4
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Viola 2
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

Movement 5
170

Viola 2
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 seconds

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds

Movement 1
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Cello 1
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

Movement 2
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Cello 1
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Cello 1
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute
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Movement 4
Cello 1
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Cello 1
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 min

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Cello 2
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Cello 2
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

178

Movement 3
Cello 2
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute
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Movement 4
Cello 2
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Cello 2
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 min

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Double Bass
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Double Bass
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Double Bass
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

FL
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Movement 4
Double Bass
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Double Bass
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 min

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Percussion 1
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Percussion 1
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Percussion 1
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

FL
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Movement 4
Percussion 1
30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

FL
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Movement 5
Percussion 1
30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds
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Movement 1
Percussion 2
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Percussion 2
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Percussion 2
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

FL
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Movement 4
Percussion 2
30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

FL
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Movement 5
Percussion 2
30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds
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Movement 1
Percussion 3
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Percussion 3
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Percussion 3
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

FL
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Movement 4
Percussion 3
30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

FL
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Movement 5
Percussion 3
30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds
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Movement 1
Percussion 4
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Percussion 4
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Percussion 4
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

FL
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Movement 4
Percussion 4
30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

FL
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Movement 5
Percussion 4
30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds
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Movement 1
Electric Guitar 1
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Electric Guitar 1
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Electric Guitar 1
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

209

Movement 4
Electric Guitar 1
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Electric Guitar 1
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 seconds

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 1
Electric Guitar 2
Sustained vs. Pointillistic
30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds
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Movement 2
Electric Guitar 2
Tonal vs. Non-Tonal
1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

1 minute
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Movement 3
Electric Guitar 2
Pitch vs. Noise
1 minute

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 minute

30 seconds

30 seconds

1 minute

214

Movement 4
Electric Guitar 2
12-tone Aggregate vs. Unison
30 seconds

30 seconds

30 seconds

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

1 min

1 min

30 seconds

30 seconds

30 seconds

30 seconds

30 seconds
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Movement 5
Electric Guitar 2
Commentary on the Surrounding Art
30 seconds

30 seconds

30 seconds

30 seconds

1 seconds

30 seconds

1 seconds

30 seconds

30 seconds

1 min

30 seconds

1 min

30 seconds

30 seconds

30 seconds

30 seconds
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APPENDIX A. INTERVIEW PARTICIPANTS
Mara Gibson:
Composer Mara Gibson is originally from Charlottesville, VA, graduated from
Bennington College, and completed her Ph.D. at SUNY Buffalo. She has received grants and
honors from the American Composer’s Forum, the Banff Center, Louisiana Division of the Arts,
ArtsKC, Meet the Composer, the Kansas Arts Commission, the National Endowment for the
Arts, the International Bass Society, ASCAP, the John Hendrick Memorial Commission,
Virginia Center for Creative Arts, the MacDowell Colony and Yale University. Internationally
renowned ensembles and soloists perform her music throughout the United States, Canada, South
America, Asia, and Europe. Dr. Gibson has taught at the UMKC Conservatory as Associate
Professor where she was the founder of the UMKC Composition Workshop and codirector/founder of Art Sounds. Starting fall 2017, she joined the faculty of Louisiana State
University where she is currently Associate Professor of Composition and Area Head with
tenure. Recently, she completed her bassoon concerto, Escher Keys funded through a Louisiana
Board of Regents (ATLAS grant).

Robert Paterson:
Composer Robert Paterson has won numerous awards for his music in virtually every
classical genre. The Classical Recording Foundation at Carnegie’s Weill Hall named Paterson
Composer of The Year in 2011, and his music has been on the Grammy ballot for the past six
seasons. His works have appeared on National Public Radio’s Best of the Year lists for classical
music and regularly appear on radio playlists across the United States. Paterson’s music has been
performed by over one hundred outstanding ensembles, including Nashville Opera (for the world
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premiere of Three Way with a libretto by David Cote), Opera Orlando, Minnesota Orchestra,
American Composers Orchestra, Vermont Symphony Orchestra, Delaware Symphony,
Louisville Orchestra, and the Buffalo Philharmonic. Recent commissions include Ghost Theater
for the Albany Symphony and the first ever commission for the New York Choral Consortium’s
annual “Big Sing” event. Paterson’s awards include the A.I. duPont Composer’s Award from the
Delaware Symphony, a three-year Music Alive grant from the League of American Orchestras
and New Music USA, and an American Composers Forum commission through the Jerome
Composers Commissioning Program. He resides in New York City and Saratoga Springs, NY
with his wife, Victoria, and son, Dylan, and together he and his wife co-direct Mostly Modern
Projects, a non-profit that focuses on performing and recording music by living composers. For
more information, visit robertpaterson.com.

Quincy Hilliard:
Composer Quincy C. Hilliard’s compositions for wind band are published by several
major music publishers and are performed throughout the world where there are wind bands of
British-American instrumentation. His stature as an outstanding composer is apparent as
conductors frequently commission him for new compositions. Dr. Hilliard has been a recipient
several times of the distinguished American Society for Composers, Authors, and Publishers
(ASCAP) award recognizing the numerous performances of his works and was chosen as one of
a select group of composers to write a piece for the 1996 Olympics. He has also written the
music score for a film documentary entitled “The Texas Rangers” for public television. In
addition to composing, Dr. Hilliard is invited to all parts of the world to conduct, adjudicate
festivals, and demonstrate effective teaching techniques and has written extensively on
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pedagogical topics in journals and publications. In the spring of 1997, Dr. Hilliard was
appointed by the Governor of Louisiana to the Louisiana Arts Council. Dr. Hilliard is also the
president of Hilliard Music Enterprises, Inc., a personal consulting firm that has a corporate
board of distinguished music educators. He is currently composer in residence and professor of
music theory and composition and holds the Heymann Endowed Professorship of Music at the
University of Louisiana in Lafayette.

Ingrid Stölzel:
Composer Ingrid Stölzel has been described as having “a gift for melody” (San Francisco
Classical Voice) and “evoking a sense of longing” that creates “a reflective and serene
soundscape that makes you want to curl up on your windowsill to re-listen on a rainy day.” (I
Care If You Listen) Stölzel’s compositions have been commissioned by leading soloists and
ensembles, and performed in concert halls and festivals worldwide, including Carnegie Hall,
Merkin Concert Hall, Kennedy Center, Seoul Arts Center, Thailand International Composition
Festival, Festival Osmose (Belgium), Vox Feminae Festival (Israel), Dot the Line Festival
(South Korea), Ritornello Chamber Music Festival (Canada), Festival of New Music at Florida
State (USA), Beijing Modern Music Festival (China), Festival of New American Music (USA),
and SoundOn Festival of Modern Music (USA). Her music has been recognized in numerous
competitions, among them recently the Suzanne and Lee Ettelson Composer’s Award, Red Note
Composition Competition, the Robert Avalon International Competition for Composers, and the
Kaleidoscope Chamber Orchestra Competition. Recordings can be found on various commercial
releases including her portrait album “The Gorgeous Nothings” which features her chamber and
vocal chamber music. Stölzel teaches composition at the University of Kansas School of Music.
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Rob Deemer:
Composer Rob Deemer was the recipient of the 2018 ASCAP Deems Taylor/Virgil
Thomson Internet Award, Rob Deemer is a composer, conductor, educator, author, and advocate.
His works have been commissioned and performed by the Buffalo Philharmonic Orchestra, the
President’s Own Marine Band, the U.S. Army Orchestra, the wind ensembles at the University of
Texas and the University of Missouri at Kansas City, the Rasçher Saxophone Quartet, loadbang,
Akropolis Reed Quintet, Gaudete Brass, cellist Jeffrey Zeigler, violinists Holly Mulcahy and
Cornelius Dufallo, soprano Tony Arnold, flutist Lindsay Goodman, and saxophonist Zach
Shemon. His work as an advocate for underrepresented composers led him to create the Institute
for Composer Diversity. As an author, Deemer has become well known for his writings for
NewMusicBox, Sequenza21, and the New York Times. Deemer is a Professor and the Head of
Composition at the State University of New York at Fredonia.

Vivian Fung:
JUNO Award-winning composer Vivian Fung has a unique talent for combining
idiosyncratic textures and styles into large-scale works, reflecting her multicultural background.
NPR calls her “one of today’s most eclectic composers.” This is supported by many of her
works, including Clarinet Quintet: Frenetic Memories, a reflection on her travels to visit minority
groups in China’s Yunnan province; Earworms, commissioned by Canada’s National Arts Centre
Orchestra, which musically depicts our diverted attention spans and multi-tasking lives; and The
Ice Is Talking for solo percussion and electronics, commissioned by the Banff Centre, using
three ice blocks to illustrate the beauty and fragility of our environment. Passionate about
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fostering the talent of the next generation, Vivian Fung has mentored young composers in
programs at the London Symphony Orchestra, American Composers Forum, San Francisco
Contemporary Chamber Players, and Cabrillo Festival of Contemporary Music. She recently
received an “Outstanding Career Influencer” Award from Santa Clara University, where she
serves on the composition faculty. Born in Edmonton, Canada, Fung began her composition
studies with composer Violet Archer and received her doctorate from The Juilliard School in
New York, where her mentors included David Diamond and Robert Beaser. She currently lives
in California with her husband Charles Boudreau, their son Julian, and their shiba inu Mulan.

221

APPENDIX B. PHILOSOPHY OF TEACHING
My personal teaching philosophy focuses on the student vs. teacher relationship dynamic,
which is integral in teaching music composition. As a graduate student, I came across A Way of
Music Education: Classic Chinese Wisdoms by C. Victor Fung. Dr. Fung's research emphasizes
social-psychological aspects, multicultural issues, and international perspectives of music
education. The practice of music education includes the subject of music, the teacher, the learner,
and the interaction between them. As an educator, I am always working on developing the
teacher vs. student relationship, which I see as a yin and yang relationship. The teacher gives the
student information to learn, and the student gives the teacher information to learn.
My philosophy of education has changed over time, and it will continue to change as I
grow as a musician and as an educator. Music composition is different and unique from other
subjects because it gives students the ability to express their emotions, thoughts, or ideas in
music. The art of music composition can be described as the cognitive process of converting
emotions, thoughts, or ideas into physical sonorities for others to experience. As an educator
within this discipline, it is essential first to understand how we feel about ourselves emotionally,
mentally, and physically before instructing students through this process because writing music
can be very emotional and therapeutic as an expression of creativity. As an educator of music
composition, it is our job to expand student's aural pallet, encourage students to find their voices,
push students out of their comfort zones to experience new musical opportunities, and last,
instruct students on the history of creating music in order to push their music into the future.
I am also devoted to making a curriculum that encourages expressive learning for each student. I
am committed to providing a musical experience that helps develop students' musicianship,
intellect, emotion towards music appropriately for their age. Students have a want and need for
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learning. They crave new information to help them grow and develop their musical ideas. I feel
that music educators need to know what their students like and should know how to use this
information in the lessons they teach. For example, having the students fill out a survey at the
beginning of each semester that collects their personal goals for the semester, what music they
are listening to, and what topics they wish to learn more about. This mentality can add new
topics to the curriculum, and the students can feel a part of the development of their education.
This survey will help the teacher identify the student's interest and show where the music
educator can fill in the holes. The author, Dr. Fung, quotes Confucius, who says, "for those who
understand change, they should also understand the mystical way." The idea of change is in
concurrence with music-making and music education. On one side, we see the parameters of
making music (pitch, tonality, rhythmic structure, timbre, and dynamics). On the other,
parameters of music education (developmental appropriateness, roles of the teacher and student,
and evaluation) can be changed instantly. As a teacher, we are responsible for giving the
knowledge of the past to students who are living in the present and who will be leading the
future. In my opinion, the fundamental objective of teaching is to show students what change is.
As music educators, we groom students to identify the changes in the sounds we produce. For
example, students who can identify the change from a major to a minor triad prove they
understand what changed within the chords. There are numerous examples of how we can relate
the change to music composition; it is essential to make an effort to establish those changes and
how they can benefit our students to the most successful version of themself they can be.
In conclusion, my Philosophy includes that music educators need to have a passion for
music; they need to love what they do to plant the seed of the love of music in their students. As
an educator of music composition, we must expand our student's aural pallet, encourage students
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to find their voices, push students out of their comfort zones to experience new musical
opportunities, and last, instruct students on the history of creating music in order to push their
music into the future. Music composition is different and unique from other subjects because it
gives students the ability to express their emotions, thoughts, or ideas in music. Next, the student
vs. teacher relationship dynamic is fundamental in teaching music composition. Within this yin
and yang relationship, the teacher gives the student information, and the student gives the teacher
information; learning from my students is my favorite part of my process. Along with the
relationship, the curriculum is equally important. Music educators need to include the students'
interests within the curriculum somehow. These topics can be added to the curriculum to keep
the student's interest and create a diversified environment full of fun and unique topics. I believe
that the students that we teach today will be the leaders of tomorrow, and it is up to music
educators and us to guide them and show them the ways and traditions of music and how to keep
it alive forever.
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